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Abstract 
If we look at the existing publications addressing topics related to the audiovisual 
translation mode of subtitling and the rendering of humour into another language, we 
shall notice that there has been an undeniable growth within these branches of 
translation studies. Nonetheless, this statement does not apply to the specific field of 
translation of stand-up comedy humour by means of interlingual subtitles. The literature 
related to this research field reveals a significant gap especially when the focus is on 
how audiences respond to this type of translated audiovisual products, and when the 
source language and the target language are respectively British English and Italian. 
The present PhD project was designed to fill the aforementioned research gap 
and, in order to attain this purpose, some sketches selected from three of Eddie 
Izzard’s stand-up comedy shows (Dress to Kill, Circle and Stripped, for which Italian 
subtitles are available in the official DVDs) were played to a sample of 103 Italians 
based in Italy so as to observe their reaction. 
In order to study the specific research field outlined above, the project was 
made even more original and innovative by adopting a twofold methodology that 
combines the use of a survey questionnaire with the eye-tracking technology for the 
data collection.  
The ultimate aims of this research project were to discover: 1) whether the 
import of audiovisual products involving British stand-up comedy humour with 
interlingual subtitles can be deemed as successful in a dubbing country like Italy; 2) the 
role played by factors such as age, level of English and habit of watching video 
material in English in the Italian participants’ degree of appreciation of this type of 
product, as well as in their attention distribution between subtitles and images; and 3) 
whether a triangulated methodological approach can help to obtain more reliable 
findings.  
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1 Introduction 
1.1 Premise 
The present study stems from noticing a gap among the existing works on the 
translation of humour and, more precisely, on the subtitling of humour from English into 
Italian. To be more specific, this study aims to fill a research gap concerning the 
subtitling of stand-up comedy humour, and the audience’s perception and reception of 
this type of humour when they watch an audiovisual product of this genre with 
interlingual subtitles (see Chapter 2). My hypothesis was based on the premise that 
combined qualitative and quantitative data were needed to investigate the responses of 
audiences to translated humour. Therefore, I adopted an innovative methodology for 
this research field, which includes the use of an online survey questionnaire that was 
specifically designed for this project, together with the eye-tracking technology, which 
so far has had limited application in audiovisual translation studies and even less in the 
research area related to audiences’ reaction to translated stand-up comedy humour 
(see Section 2.4). In fact, to the best of my knowledge, there are no publications on the 
translation of British stand-up comedy into Italian, which also implies that no research 
has been carried out so far on how this genre is received in Italy when it is subtitled in 
Italian. 
At this early stage of the present thesis, it may be worth pointing out that the 
terms ‘perception’, ‘reception’ and ‘humour’ are intended as they are defined in the 
dictionary, so as to consider their “pure”, objective meaning that is free from any 
interpretations and nuances that scholars of any subjects and research fields may have 
attached to it. This choice is linked to the intention of avoiding that the study may be 
interpreted as siding with one or another theorist or school of thought, as well as to the 
interdisciplinary nature of this research project, which already renders it significantly 
rich and complex from a theoretical perspective. Therefore, by ‘perception’ we shall 
intend ‘[t]he way in which something is regarded, understood, or interpreted’, which can 
be considered as a result of ‘[t]he ability to see, hear, or become aware of something 
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through the senses’1. As for ‘reception’, it will stand for ‘[t]he way in which a person or 
group of people reacts to someone or something’2, as indeed this word comes from the 
Latin recipere, ‘to receive’. Finally, ‘humour’ will be used in relation to ‘the ability of a 
person to appreciate or express what is funny or comical’ and ‘the quality of being 
amusing, the capacity to elicit laughter or amusement’3. 
1.2 The Experiment 
Based on the premises outlined in the previous section, a study was conceived with the 
purpose of showing a sample of Italian audience some sketches taken from the stand-
up comedy performances of a British comedian so as to observe their reaction to them.  
For the experiment, a target of 100 Italian participants was set in order to have 
a sample that was larger than that found in many of the relevant works included in the 
bibliography of this thesis. Thus, the objective was to have a sample of respondents 
that could be as quantitatively significant as possible and, at the same time, the study 
had to be feasible within three years and without any funds. The experiment was 
carried out in Italy so as to collect more ecological data than those that would have 
resulted from involving Italians living in the UK and, therefore, being fully immersed in 
the British culture and language on a daily basis. 
For the study, English comic Eddie Izzard and three of his shows – Dress to Kill 
(1998), Circle (2000) and Stripped (2008) – were chosen for the following set of 
reasons: 
• the official DVDs of the three selected shows all include Italian subtitles; 
• Eddie Izzard’s humour can be described as smart, irreverent, flamboyant, absurd, 
surrealistic and polymathic, and he defines himself as an ‘executive transvestite’ 
(Dress to Kill); 
• in the clips taken from each performance, the comedian addresses sensitive 
topics such as colonialism, dictatorship, World War II, the Pope of the Catholic 
Church, Jesus’s Last Supper, atheism, and creationism vs evolutionism (see 
Chapter 3). 
As it would be immediately clear to any Italians reading the bullet points above, there 
are three main factors that may potentially make this experience challenging for most 
of them:  
                                                
1 https://en.oxforddictionaries.com/definition/perception  (see 1 and 2). 
2 https://en.oxforddictionaries.com/definition/reception (see 1.1) 
3 http://www.oed.com/view/Entry/89416?rskey=gCVYQF&result=1#eid (see 9a and 9b). 
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• Italians are not used to watching audiovisual products with subtitles, as the 
translation mode traditionally employed in Italy for such products is dubbing; 
• the Italian comedy scene has never had a stand-up tradition as strong as the 
British one and, in general, Italians are not exposed to any type of performances 
as surrealistic as Eddie Izzard’s in terms of both verbal and non-verbal humour; 
• Italians are not used to stand-up comedy humour that is very engaging on an 
intellectual level and requires a certain knowledge of history, nor do they normally 
hear comedians making jokes about the Church and, overall, about the Catholic 
religion (see Section 3.2.1). 
Participants were individually shown a video of the selected clips, after giving their 
written consent to voluntarily take part in the study. The experiment also required each 
one of them to fill in an online survey questionnaire and to have their eye behaviour 
recorded by an eye tracker. Indeed, as already mentioned in Section 1.1, the 
qualitative and the quantitative methods were combined by using these two data 
collection tools. To be precise, the online survey questionnaire was specifically 
designed for this study using Google Forms; as for the eye-tracking technology, a GP3 
Desktop Eye Tracker by Gazepoint was used (see Chapter 4). 
1.3 The Research Questions 
Having highlighted the research gap that this project intends to fill and the experiment 
that was designed and carried out in order to do this, it is important to list the research 
questions that I aim to answer.  
RQ1. Did the Italian subtitles manage to reproduce large elements of the humorous 
function of the original English audio and successfully reach the audience of a 
dubbing country as Italy is?  
In the last decade, several scholars in translation studies have started focusing their 
work on the audience’s response to translated audiovisual products (Antonini 2005; 
Bairstow 2011; Tuominen 2011; Di Giovanni 2012a), and this research project seeks to 
make a contribution to this particular sub-area in the field of audiovisual translation. 
Indeed, very little has been published so far on this matter, as some of those scholars 
pointed out in the early 2000s and have continued to do more recently (Antonini et al. 
2003; Fuentes Luque 2003; Rossato and Chiaro 2010; Chiaro 2014) – Section 2.4 
offers a review of these as well as other relevant works. Moreover, in the precise case 
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of stand-up comedy, the importance of the role played by the audience has been 
underscored (Rutter 1997; Brodie 2008; Lockyer 2011). 
With respect to the degree of successfulness of Eddie Izzard’s humour shown 
to a sample of Italian audience with interlingual subtitles, the present study also aims to 
observe what type of translation strategy seems to predominate in the chosen 
sketches, whether a source-oriented or a target-oriented one (Venuti 1995; Munday 
2001), if not a mixed approach (Eco 1995: 125). This will help understand whether the 
adopted strategy(-ies) may affect the audience’s reception and comprehension of 
stand-up comedy humour when they experience it by means of interlingual subtitles. 
Section 2.2 and Section 2.3 include an overview of the options and solutions among 
which translators/subtitlers can choose when tackling humour (respectively from 
Bassnett 2002; Bucaria 2008b; and from Gottlieb 1997; Chiaro 2000). 
RQ2. Is a positive reception of British stand-up comedy humour with Italian subtitles 
linked to being fluent in English?  
One of the main objectives of this research project is to understand whether there may 
be a correlation between the audience’s command of English and their degree of 
appreciation of the clips. By pure logic, it could be argued that viewers who have a 
basic level of English will need to rely on the subtitles for the comprehension of the 
sketches (and, thus, the appreciation of the humour) to a higher degree than those 
whose competence in the source language is advanced. For the former, this may imply 
the loss of some visual information, which in the context of this study is important, if not 
essential, as it conveys the non-verbal humour and complements the verbal one. As a 
result, Italians with no command or a basic knowledge of English may not be able to 
thoroughly enjoy Eddie Izzard’s comedy and be amused by it.  
Among the previous studies that have focused on the relationship existing 
between viewers’ fluency in the source language of an audiovisual product watched 
with interlingual subtitles and their information processing and comprehension, it is 
relevant to mention one by Lavaur and Bairstow (2011). In this work, they confirm the 
hypothesis formulated in the previous paragraph by observing a sample of French-
speaking viewers whose English competence was low, and they found better levels of 
comprehension among the participants with an advanced knowledge of English, as well 
as a distracting effect of the subtitles on their experience. Furthermore, they stress that 
conclusions cannot be drawn as confidently for the respondents with an intermediate 
level of English. Indeed, their behaviour when watching an audiovisual product with 
interlingual subtitles, and what they gain and lose in terms of linguistic and visual 
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information, would have to be further investigated, for instance, by using the eye-
tracking technology. 
Within the present research project, the questionnaire data will help discover 
any links existing between the degree of appreciation of Eddie Izzard’s humour and 
participants’ command of the source language. Moreover, thanks to the application of 
the eye-tracking technology to the study of the audiences of interlingually subtitled 
audiovisual products, it will be possible to look into how viewers with different levels of 
English distribute their attention between subtitles and images. 
RQ3. Does the audience manage to self-assess their approach to watching foreign 
audiovisual material with target-language subtitles in an objective way?  
This research question implicitly points out the fact that traditional methods and tools of 
data collection (e.g. questionnaire, focus group, interview, think-aloud protocol) may 
not be enough to find out how viewers watch an audiovisual product and, more 
precisely in this case, some stand-up comedy in English with Italian subtitles. Any 
answers that respondents may give to a question such as ‘To what extent did you 
focus on the subtitles/images?’ will be the expression of their subjective opinion, which 
may be correct but does not provide objective findings in terms of data reliability. In 
fact, the aforesaid question is included in the questionnaire designed for and used in 
this research project. However, here the answers given by the participants will be then 
compared to the eye-tracking data collected, so as to observe whether their attention 
distribution as perceived by them matches or not the results obtained by measuring 
their eye behaviour. For example, the eye-tracking data may show that a lower level of 
English corresponds to a higher focus on subtitles and that, accordingly, an advanced 
knowledge of this foreign language will result in a higher focus on the images. It will be 
interesting to see whether this hypothesis is correct and, if not, what the reason could 
be. For instance, it may happen that viewers who do not master English – and, thus, 
may need to rely mainly on the subtitles for the comprehension of the humour – may 
still devote a fair amount of their attention to the images by using the comedian’s body 
language as a way of integrating the comic stimuli embedded in the subtitles with those 
coming from the non-verbal humour. 
RQ4. To what extent does a twofold methodology combining qualitative and 
quantitative data help achieve reliable findings on reception of subtitled 
humour and, thus, promote further developments of translation studies in an 
interdisciplinary direction? 
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The methodological approach described in this research question is called 
‘triangulation’ (see Saldanha and O’Brien 2013: 23), and its effectiveness at offering a 
higher degree of validity and reliability of the results has already been emphasised by 
scholars (Frey et al. 1991; Shreve and Angelone 2010). Several studies have 
embraced this approach and applied, for example, the eye-tracking technology to 
research on audience (Perego et al. 2010; Kruger 2012; Bisson et al. 2014; for a recent 
review of some of the most significant works, see Kruger et al. 2015). However, none 
of them focus on the viewers’ response to audiovisual material consisting of stand-up 
comedy shows with interlingual subtitles, and it is by examining this particular case that 
the present research project aims to contribute to the growing interdisciplinary field of 
translation studies that involves reception and cognitive studies. 
As the dissertation will reveal as it progresses, these research questions were 
successfully answered thanks to the experiment designed for this project and the 
specific triangulated methodology that was adopted. Thus, the purpose of making an 
original and innovative contribution to the uncharted field of Italian audiences’ response 
to British stand-up comedy humour with interlingual subtitles was attained. It needs to 
be pointed out that such contribution could become even greater with further 
developments of this study. Indeed, as Chapter 8 and Chapter 9 will show, the 
integration of the two sets of data collected by means of the survey questionnaire and 
the eye-tracking equipment – with the former offering an extremely detailed illustration 
of the sample of 103 participants and the latter measuring their eye behaviour based 
on various parameters – resulted in a far greater empirical richness than expected. 
Other possible ways of both exploring the results obtained and combining the different 
variables involved, thus posing other research questions and producing other findings, 
emerged. Owing to the time and the word-count constraints of the project, these 
different approaches to the data analysis could not be applied here. Therefore, it is 
worth stressing that the perspectives adopted in the data analysis of this study 
represent only some of the possible ways of correlating the features of the Italian 
participants, their response to Eddie Izzard’s sketches with interlingual subtitles, their 
perception of the entire viewing experience, and the eye-tracking data collected for 
each one of them and providing an insight into their cognitive activity. 
1.4 The Structure of the Dissertation 
Chapter 2 focuses on the discussion of the three main subjects that form the theoretical 
foundations to this research project, which are: 1) translation of humour; 2) subtitling (of 
humour); and 3) reception studies, with special attention to those using the eye-
tracking technology. Firstly, this chapter attempts to define humour and indicates the 
 
 
23 
most frequent translating strategies applied when tackling this complex element in a 
source text. Secondly, it moves to the field of audiovisual translation by concentrating 
on subtitling, and all the implications of combining this translational mode to the 
translation of humour are underlined. Thirdly, the focus shifts onto reception studies, 
and a review of the relevant empirical projects that have been carried out so far is 
provided, with a specific interest in eye-tracking and audience research. The ultimate 
aim of this chapter is to emphasise the originality of this study, its relevance within each 
of the three main areas outlined above, as well as its potential to bridge a gap 
regarding the perception and reception of subtitled British humour into Italian by relying 
upon triangulation. Indeed, the empirical part of this research project is based on the 
application of a double methodology comprising of an eye tracker and a questionnaire.  
Chapter 3 presents the particular case of audiovisual material that has been 
chosen for this study. It is divided into three main sections, the first one of which 
explains who Eddie Izzard is and what type of humour characterises his comedy style. 
This is supported with all the material found on him and his routines both in media 
contents such as interviews of Eddie Izzard himself and reviews of his performances, 
and in academic sources dealing with his work such as dissertations and publications 
on stand-up comedy. This first section also includes a note on Italian comedy so as to 
offer an idea of what an Italian audience may be familiar with and used to in terms of 
humour, according to the (still very few and sporadic) sources found on this subject. 
The second section provides an overview of the three selected shows (Dress to Kill, 
Circle and Stripped) and the clips extracted from them, including details on the subjects 
therein addressed by Eddie Izzard and on his attire. Here too, some reviews and other 
resources are used to further highlight the type of reception concerning the comedian’s 
performances. Finally, the third section delves into the sketches chosen for the 
experiment by examining the main jokes, puns, satirical remarks on sensitive topics, 
swearwords, etc. of the English scripts on a linguistic, pragmatic and cultural level. It 
also offers a comparative analysis between these humorous elements of the original 
version and how they have been translated for the Italian subtitles. This chapter intends 
to underscore the exact reasons why these clips – and, therefore, this comic – have 
been selected, as well as to stress the importance of interlingual subtitling accuracy 
and conveyance of humour. Furthermore, an attempt to identify a dominant translation 
strategy (e.g. source-oriented vs target-oriented) or possibly a combination of two or 
more is undertaken.  
Chapter 4 is the first of the two chapters that centre on the triangulated 
methodology adopted in this research project, relying upon an online survey 
questionnaire and the eye-tracking technology. Firstly, the process of how the former 
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was designed and built is described, and the main sources used as reference are 
discussed. In particular, this tool was conceived to obtain demographic details about 
each respondent (e.g. sex, age, education, religious stance, knowledge of English, 
habit of watching or not audiovisual products in English with/without subtitles, etc.). 
Moreover, it collects information about the viewers’ reaction to each clip (e.g. how 
funny, offensive, and different from Italian humour they thought it was), and their 
subjective perception of their viewing behaviour and of all the components involved in 
the audiovisual experience (e.g. length/speed of the subtitles, English audio, 
audience’s laughter, etc.). Secondly, the chapter draws the attention to the eye-tracking 
equipment adopted for this study, namely the GP3 Desktop Eye Tracker. Precisely, this 
section: 1) outlines the technical specifications of the eye-tracking hardware and 
software, and explains why this equipment was chosen; 2) presents the type of gaze 
parameters based on which the GP3 Desktop Eye Tracker measures the eye 
behaviour and collects data on it; 3) clarifies how to use this eye tracker and set up an 
experiment with it, for example with respect to the ideal light and sitting posture that it 
requires in order to work properly. Thirdly, this chapter offers an overview of the sample 
of 103 participants who were involved in the final study, and it delineates the sampling 
methods applied. All the figures related to the respondents’ demographic information 
collected by means of the questionnaire are scrutinised so as to provide a clear image 
of their features. The objective of this chapter is to make the reader familiar with the 
two tools used in order to collect both qualitative and quantitative data, as a 
preparatory step towards the following chapter, which shows how the methodology was 
tested, as well as with the sample of Italians who voluntarily took part in this research 
project. 
Chapter 5 completes the illustration of the methodology started in the previous 
chapter. Here the focus is on the pilot study, which was conducted on a sample of 15 
Italian participants, so as to test the experiment design and the application of the two 
tools on which the qualitative and quantitative methodological approaches of this 
research project are based. The first section concentrates on the collection of the 
questionnaire data – at this stage, a first draft of the online survey questionnaire was 
used with the purpose of discovering any potential shortcomings and issues affecting 
the experience of these 15 respondents. This section touches upon the findings 
obtained through the participants’ answers, especially with respect to their reaction to 
the clips and their perception of the entire viewing experience. The second section 
examines the eye-tracking data acquisition and it introduces the different data output 
options available, e.g. videos, screenshots and different maps produced by the 
software based on the eye movements recorded for each respondent. Another output 
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option consists of the spreadsheet files by means of which it is possible to export the 
data regarding, for instance, the position and the duration of each fixation recorded for 
a viewer throughout the screening of each subtitled video. This section details how 
these spreadsheets were used and all the steps undertaken in terms of data 
processing and analysis so as to make sure that only valid (and manually filtered) 
fixations would be used for each participant. Finally, the third section presents the 
problems and the limitations encountered during the pilot study and how they were 
tackled by implementing all the necessary changes to the questionnaire and the eye-
tracking data collection. Furthermore, it reveals the areas to which more attention 
would need to be paid so as to minimise all the potential risks during the data 
collection, and some of the decisions made with respect to the data analysis. The 
function of this chapter is to further inform the reader on the methodology adopted and 
on the experiment design, in order to have an easier and deeper comprehension of the 
following chapters. In the ethical principles embraced by this study, the methodology is 
also explained to enable other researchers to replicate the experiment in similar 
conditions and with a low-budget yet extensively accurate approach to data collection. 
Overall, the importance of this chapter is related to the crucial research stage illustrated 
therein. Indeed, it outlines how the experiment was tested by carrying out a pilot study 
and what emerged from it that had to be fixed or taken into account, so as to improve 
the methodology as much as possible before starting the final study. 
Chapter 6 describes and attempts an interpretation of the data gathered by 
using the questionnaire that each respondent filled in when they took part in the study. 
The three sections that form this chapter separately present the data for the clips taken 
from Dress to Kill, Circle and Stripped. To be precise, for each video, there are three 
subsections focusing on how funny, offensive and different from Italian humour the clip 
was, according to the 103 Italian respondents. Furthermore, within these three 
subsections, participants are clustered depending on the answer that they gave 
choosing from one of the following options: ‘Not at all’, ‘To a small degree’, ‘To a 
certain degree’ and ‘To a large degree’. All the demographic and other features of the 
participants belonging to each one of these clusters are scrutinised, e.g. sex, age, 
religious stance, education, knowledge of English, and habit of watching audiovisual 
products in English with or without subtitles. Moreover, the various degrees to which a 
sketch was perceived as funny, offensive and different from Italian humour are 
considered based on three main aspects involved in this viewing experience, and they 
are the linguistic, the thematic and the visual level. On the whole, this chapter attempts 
to establish any potential links existing, for example, between the degree of 
appreciation of a clip and factors such as the age, the education, the English 
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competence or the “audiovisual habits” of the respondents. This is possible thanks to 
the specific structure of the questionnaire, of which the first part provides a detailed set 
of data regarding all the main traits of the sample of participants, which can then be 
considered in relation to the answers given by them in the second part of the 
questionnaire, namely the one investigating their response to the sketches.  
Chapter 7 explores the questionnaire data which concern the respondents’ 
perception of their viewing experience and, similarly to the previous one, it is divided 
into sections that discuss the results separately for the clips taken from Dress to Kill, 
Circle and Stripped. In particular, this chapter presents the participants’ answers to 
questions about the following: 1) to what degree they thought that their attention was 
on the subtitles and/or on the images; 2) whether factors such as the speed/length of 
the subtitles, their potentially poor linguistic clarity and the fact of not being used to 
them (due to Italy being a dubbing country) may have caused any difficulties in 
following the subtitles; and 3) whether the comprehension of the clips was helped, 
hindered or not influenced at all by factors such as the English audio (the comedian’s 
suprasegmental features, e.g. prosody, tone, rhythm and intonation), the non-verbal 
humour (the comedian’s body language), and the audience’s laughter. Furthermore, 
the personal comments left by only some of the participants by answering an optional 
open question are reported and analysed. In a symmetrical structure to the previous 
chapter, these additional questionnaire data are observed by taking into account all the 
demographic information related to the respondents. The main purpose of this chapter 
is to examine the overall experience of watching some stand-up comedy in English with 
Italian subtitles from the perspective of the target-language viewers. This purpose is 
predominantly accomplished by showing how the audience assesses their attention 
distribution and whether there is a connection between their individual approach, as 
well as the role played by the other factors involved in the viewing experience, and their 
degree of enjoyment of the sketches. In particular, as regards the audience’s 
perception of their reading/viewing behaviour, this is very important as one of the 
research questions of this study aims to discover to what extent the answers given by 
the respondents are reliable and objective, by checking them against the results of the 
eye-tracking data (see RQ3). 
Chapter 8 presents the data collected using the eye-tracking technology. To be 
precise, it only illustrates the cases for which the data recorded for each clip by the 
GP3 Desktop Eye Tracker and then manually filtered and “cleaned” resulted in a 
satisfactory number of fixations for a participant. Here ‘satisfactory’ stands for a total 
duration of all the valid fixations that represents at least 80% of the total length of each 
clip. As is clear from the three different sections, which separately deal with the data 
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collected for Dress to Kill, Circle and Stripped, the number of valid cases varies from 
one clip to the other as do the factors causing a certain participant’s eye-tracking data 
not to be fully valid. These factors are normally related to the ideal sitting position in 
front of the screen and the eye tracker, whether a respondent wears glasses or not, 
and the malfunction of the eye-tracking hardware and software, which several times 
lost the reflex of the eye pupils and started tracking other sources of light reflection. In 
each one of the three sections – and, thus, for each one of the clips – the valid cases 
are split into three categories, based on the distribution of the participants’ fixations: 1) 
greater focus on the subtitles, 2) greater focus on the images, and 3) similar focus on 
subtitles and images. For all these cases for which valid eye-tracking data are 
available, the answers given by those participants to the questionnaire are taken into 
account. Therefore, the strategy of data combination adopted in this chapter allows the 
identification of the different types of people whose spontaneous eye behaviour makes 
them belong to one of the three aforementioned clusters. This identification simply 
happens by observing for each group its participants’ sex, age, education, command of 
English, habit of watching any audiovisual products in English with/without subtitles, 
etc. Moreover, it is possible to verify if there are any links between the degree of 
appreciation of a sketch and how it was watched (i.e. where on the screen each 
respondent’s attention was mainly). Finally – and most importantly – this chapter 
reveals whether the audience’s subjective perception of their own viewing and reading 
behaviour is confirmed by the results of the eye-tracking technology, and, thus, it 
proves or not the effectiveness of the audience’s ability to self-assess their attention 
distribution.  
Chapter 9 draws the conclusions of this dissertation with three sections by 
interpolating and interpreting the results derived from the questionnaire data, the eye-
tracking data, and the practical, logistical and technical limitations emerged at different 
phases of this study, which could be further enhanced and reviewed once the ideas 
here presented will be revisited in future research projects. In particular, an attempt is 
made to offer a comprehensive overview of those findings that can be given a more 
definite interpretation, following their discussion in the three previous chapters and for 
which a preliminary analysis was therein suggested. This overview enables me to 
answer each one of the research questions that confer on this project its academic 
significance and the potential, which the collated findings confirmed, to bridge a 
research gap concerning the study of the audience’s reception of British stand-up 
comedy humour when subtitled in Italian, by combining qualitative and quantitative 
methods of data collection. 
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2  
Translation of Humour, Subtitling and Reception 
Studies 
2.1 Introduction 
This chapter explores the three main subjects that intertwine to form the theoretical 
foundations of this study, which can be outlined as follows: 1) humour and translation 
studies; 2) subtitling (of humour); and 3) reception studies and eye tracking.  
Section 2.2 focuses on ‘verbally expressed humour’ or VEH (Ritchie 2000; 
Chiaro 2005a) and presents the categorisations and observations offered by scholars 
studying humour in conjunction with linguistics and translation studies, mainly with 
regard to the different ways in which a comic effect can be attained. Subsequently, all 
the challenges involved in the translation of humour are dealt with, and the most 
frequent and effective strategies that can be applied in order to transfer humour from 
one language – and culture – to another are illustrated. Moreover, such challenges are 
also considered in relation to some of the most significant approaches designed within 
the field of translation studies – e.g. source-oriented vs target-oriented.   
Section 2.3 examines the nature of the audiovisual translation modality on 
which this research is built, namely subtitling, both from a theoretical and from a 
practical perspective. Furthermore, all the implications of combining this technique with 
the translation of humour are addressed, and two main sets of strategies specifically 
contrived to overcome the relevant obstacles are presented. 
Section 2.4 shifts the attention onto reception studies, and it provides a review 
of the most relevant publications that have contributed to developing debates and 
research methods, and raised new queries and doubts in this field. In particular, the 
different types of methodologies adopted to observe the reception of humour and 
subtitled products are discussed, and the cases of audience research using an eye-
tracking system are highlighted. Nevertheless, this is intended only as an overview, as 
a meticulous and technical description of the eye-tracking method used in the present 
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study will be provided in Sections 4.3 and 5.3, which are part of the two chapters 
dedicated to the methodology. 
Finally, Section 2.5 offers the conclusions of this chapter and reveals the 
research gap that this study intends to fill by exploring Italians’ reception of British 
stand-up comedy humour – and, precisely, Eddie Izzard’s – with interlingual subtitles. 
From an empirical point of view, the study involves a twofold methodology relying upon 
the eye-tracking technology and a questionnaire so as to collect both quantitative and 
qualitative data. 
2.2 Humour and Translation Studies 
The following discussion of humour is not to be considered as exhaustive, as, to name 
but few, philosophical, psychological and physiological perspectives on this topic are 
not included. This section rather concentrates on those theories that are more directly 
relevant to the study of audiovisual humour and its reception in translation. On the 
other hand, it is important to bear in mind that humour represents a complex, 
interdisciplinary phenomenon (Mihalcea 2007), which draws the attention of different 
research domains such as cognitive studies (McGhee 1972), neurology (Shammi and 
Stuss 1999), psychology (Omwake 1937), physiology (Fry 1992), sociology (Kuipers 
2008), personality research (Ruch 2007), philosophy (Morreall 1987) and linguistics 
(Attardo 1994), as well as translation studies, which is the focus of this section. As 
further evidence of how wide this subject stretches, it is enough to say that Attardo 
(2014) devoted to it an entire Encyclopedia of Humor Studies. 
As regards the relationship between humour and translation studies, Chiaro 
(2010a: 1-2) underlines that the latter have developed a more ‘scholarly’ approach 
especially since the mid-nineties thanks to academic contributions such as those by 
Delabastita (1996b, 1997), Vandaele (2002b) and Chiaro (2005b), as opposed to the 
more ‘anecdotal’ one of the previous decades. On the other hand, the ways in which a 
language can be used so as to create humour and the challenge of successfully 
transferring it into another language have aroused the interest of many scholars for a 
long time, even before translation studies acquired the status of an independent 
discipline in the 1980s. An example provided by Chiaro (2010a: 2) is the case of 
Addison (1711/1982: 343), who suggested in the early 18th century to ascertain the real 
nature of a ‘Piece of Wit’ by verifying its translatability. Moreover, it is worth mentioning 
the distinction made by Hockett (1977) between poetic jokes and prosaic jokes, which 
respectively rely on language and on common knowledge for the creation of humour; 
the Semantic Script Theory of Humor by Raskin (1985) and its later version called 
General Theory of Verbal Humor by Attardo and Raskin (1991); and several 
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classifications of the linguistic devices that can give place to humour by Attardo (1994) 
and Nash (1994).  
One of the reasons why humour is an appealing subject to scholars may lie in 
the challenges posed by any attempt at defining what it is and outlining its eclectic 
nature. Indeed, ‘[t]he concept of what people find funny appears to be surrounded by 
linguistic, geographical, diachronic, socio-cultural and personal boundaries’ (Chiaro 
1992: 5). To be precise, what differs from one culture to another is the stimulus for 
laughter, whereas the physical manifestation of humour is arguably universal. This 
means that, whenever a comic situation is culture-specific, some people might not be 
amused – or may even feel offended – by something that is deemed funny in a foreign 
country drawing on a completely different cultural mind-set and cultural beliefs (see 
also Chiaro 2014: 213-214). 
Despite the difficulty of delineating humour, scholars have attempted some 
categorisations based on the device or main factor thanks to which the comic effect 
can be achieved. For instance, Attardo (1994: 95-96) distinguishes between verbal and 
referential jokes, which both exploit the semantic side of a text with the difference that 
the former also rely on its phonological and, in general, linguistic features. In order to 
trace the idea of verbal humour more accurately, we can refer to Chiaro (1992: 2), who 
sees humour as strictly linked to wordplay and laughter; in particular, the former can be 
considered as ‘any conceivable way in which language is used with the intent to 
amuse’. There are many other ways of playing with language and making people laugh 
or smile, especially by means of elements such as: malapropisms and spoonerisms 
(Delabastita 1996a: 131); double entendres (Ritchie 2004: 99); tongue-twisters, 
metaphors, proverbs and idioms (Fazi 1990: 21); homographs, homophones, 
homonyms and polysemes (Chiaro 2000: 32-33); ping-pong punning (Chiaro 1992: 
114); ellipses, hyperboles and irony (Cappelli 2008: 16-19); and, in general, mangled 
morphology, phonology, syntax, semantics and pragmatics.  
Another way of creating a comic effect by means of language lies in the use of 
punch lines, which are always found at the end of a rather short text. A punch line is a 
witty remark resulting from an unexpected alternative interpretation of what has been 
narrated up to that point; this reading of the entire story is still plausible, but it is not the 
most obvious one in the audience’s mind (Ritchie 2010: 36-37). Thus, the audience 
experiences an ‘incongruity’ which needs to be solved for a full comprehension and 
appreciation of the humorous stimulus (Suls 1972), and it is from this incongruity that 
humour stems. As Raskin writes (1985: 325), ‘[a] humorous element is the result of a 
partial overlap of two (or more) different and in a sense opposite scripts which are all 
compatible (fully or partially) with the text carrying this element’ – these scripts are the 
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‘cognitive structures’ stored in our minds and representing our knowledge of reality 
(ibid.: 329).  
Finally, there are puns, which are normally characterised by words that have 
the same spelling or pronunciation but present different meanings (Delabastita 1993: 
58). Nevertheless, the term ‘pun’ refers not only to a lexical item with more than one 
meaning, but also to ‘forms of wordplay which exploit aspects of language ranging from 
suprasegmental features of stress and rhythm to grammar and syntax as well as the 
duplicity of linguistic behaviour such as conversational rules and implicatures’ (Chiaro 
2000: 32). A further distinction can be made between syntagmatic and paradigmatic 
puns, the former consisting of an instance of wordplay inside a text and the latter 
presenting a phonetic similarity with an element that is not within the text and needs to 
be recovered by the audience (Attardo 1994: 115). The twofold nature of puns, which 
involves both phonetic parallelisms and semantic traits, is the main reason why the 
translation of these linguistic devices is very demanding (Ritchie 2010: 45). 
It is evident that, since verbal humour is the result of playing with language, as 
well as an example of linguistic creativity, it would be a contradiction if those who 
translate it did not do the same with the target language. Indeed, their main purpose 
will be to reproduce on the target-language recipient the same effect that has been 
conceived by the author of the original for the source-language recipient. It is important 
here to emphasise that the notion of ‘same effect’ is no more than an operational 
compromise as, from a theoretical perspective, there is no agreement on what needs to 
be measured in order to ensure that a translation has the same effect as the original 
(from Nida 1964 to recent studies, no agreement exists on how the correspondent 
effect can be obtained). It can also be argued that this notion may not be valid even for 
a group of recipients in the source-language country; for instance, a joke by a British 
comedian might not produce the same effect among the members of an audience in 
the United Kingdom. The translator is not the only one who is responsible for the 
success of the translation of a joke or a pun, as any verbal comic situation works also 
in function of the quick-wittedness of those who experience it. Therefore, the audience 
plays an active part in the fruition of comedy because they may have to recognise, for 
example, a broken or bent linguistic rule, as well as master the grammar and all the 
potential ambiguities of their mother tongue. This particular feature, together with the 
complexity of defining ‘same effect’, adds a complication to any study that attempts to 
measure the effect of a target text on its audience. Indeed, the humorous effect is often 
attained through an intended mangling process affecting all the branches of linguistics, 
such as phonology, morphology, lexis, syntax and semantics, which can make it 
difficult for some people to grasp the resulting comic element, and certainly make it 
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almost impossible to find a satisfying way of assessing the resulting reproduction of 
such comic element.  
Nonetheless, mastering the mother tongue on every linguistic level does not 
ensure an audience the comprehension and appreciation of humour. This is due to the 
fact that humour often relies on the culture of the country where it is produced and may 
present historical, social, artistic, literary and, in general, intertextual references; to be 
precise, culture and language appear as inextricably interwoven to form humour 
(Ritchie 2000: 71-72; Chiaro 2010a: 1; Ritchie: 2010: 40). According to Armstrong 
(2005: 184), ‘conceptual humour can depend on idiom, and so defy translation’, where 
conceptual humour is built upon culture-specific features. Therefore, what is needed for 
a positive reaction to a humorous stimulus is that the text – and its author – and the 
recipients share the same background cultural knowledge, which is composed of all the 
stereotypes and the cultural references that most people from the same country 
supposedly have in their imagery (Cappelli 2008: 16). The existence of such shared 
knowledge is extremely significant for a successful reception of a comic element as 
‘[s]ome presentations of humour leave some of the necessary linguistic connections 
implicit, so that the audience must fill these in for themselves’ (Ritchie 2010: 41). In 
addition, it is essential to bear in mind the role played by the subjective nature of 
humour, due to which one individual may find amusing something that is not funny to 
another individual, depending on their personality and disposition – as it was pointed 
out already at the beginning of the 20th century (Sully 1902: 84-85). 
All these aspects significantly complicate the process of transposing quips and 
jests into another language, and confirm that it is not always possible to consider 
examples of wordplay, or any other humorous device, as isolated items, because they 
are to be read in relation to the entire context in which they appear. These difficulties 
increase when the text to be translated is the screenplay of a film, as the target-
language version will have to take into account also the synchronisation with sounds 
and images. For instance, subtitling entails limits and restrictions that are linked to the 
duration and length of each subtitle, as well as to the diamesic and prosodic challenge 
of recreating the original without relying on the immediacy of the oral language. When 
translators face these obstacles, they have to decide on and choose a certain 
translation strategy, based on the suppleness of each comic element, its degree of 
translatability and its cultural load, so as to make the joke go beyond the borders of the 
source culture and successfully reach the target one.  
As far as translation of humour is concerned, the issues of equivalence and 
translatability are even more controversial than what they normally are with other types 
of translation (Catford 1965, 1994; Nida and Taber 1969; Toury 1980; Koller 1989, 
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1995; Newman 1994; Pym 1995, 2010). All that has been said so far about humour 
allows us to assert that it is not always possible to resort to a literal transposition, 
namely what Nida (1964: 159) calls ‘formal equivalence’. Since in most cases it is not 
appropriate to simply reproduce some linguistic analogies and replace a source-
language form with an identical target-language form, the translator needs to pursue a 
‘dynamic equivalence’ (ibid.). Indeed, the latter ‘aims at complete naturalness of 
expression, and tries to relate the receptor to modes of behaviour relevant within the 
context of his own culture’ (ibid.). Thus, dynamic equivalence significantly helps to 
attain similarity of effect and satisfy the reader’s expectations. Therefore, even though 
the equivalence is sacrificed on a linguistic level, the resulting loss is compensated for 
and justified by the pursuit of the skopos (Vermeer 1989) that characterises the original 
comic element or text. In this way, the purpose of the original can be maintained, the 
audience’s expectations of amusement can be met and the translation can be 
successful, unless what is translated is something that is traditionally perceived as 
offensive in the target culture. Since the skopos of a humorous text is to amuse the 
audience and trigger what McGhee (1972) calls ‘humour response’ – or ‘exhilaration’ 
for Ruch (1993) – the translator should not strive to reproduce its linguistic features, 
unless these can help to recreate on the target-language recipients the comic effect 
that the original has on its audience. Chiaro (2010b: 2) too supports the practice of a 
‘functional translation’, even if this implies the use of a completely different comic 
element compared to that of the source language. Nevertheless, she does not 
disregard the form altogether; indeed, she explains that 
[b]ecause translational equivalence is regarded in terms of degrees of equivalence 
rather than absoluteness, the more similar the translated humour is to the source 
humour, both in terms of form and function, the more successful it will be. (ibid.) 
It might be argued that what has just been discussed highlights the complex and 
interdisciplinary nature of most translational activities in general, as translation aims to 
bridge a cultural and linguistic gap existing between two languages and, often, between 
the countries that use the languages involved in the translation. This appears as a 
remarkable challenge especially when the material to be rendered is comedy, as the 
perception of the target-language audience may result as being the complete opposite 
of smiling and laughing.  
Although the observations offered up to this point might leave little hope about 
the possibility of producing an accurate interlingual version of a text that is intended to 
amuse its audience, there are some valid solutions that have been contrived in the field 
of translation studies. In particular, it is useful to mention some ideal, universal 
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guidelines that Bassnett (2002: 31) addresses to any translator dealing with a daunting 
expression that may have some specific linguistic, cultural and/or pragmatic 
connotations: a) accept the linguistic untranslatability of the source-language phrase; b) 
accept the fact that the target language does not present a similar use or construction; 
c) take into account all the potential phrases that could be used in the target language, 
according to the main demographic features of the speaker, the way he/she relates to 
the intended audience and the semantic context of the original; d) evaluate the role 
played by the phrase in its context; e) change the ‘invariant code’ (Popovič 1976) of the 
source-language phrase into a different one. It is interesting to observe how relevant 
these solutions are even to the translation of humour, although they were not purposely 
designed for it. For instance, Bucaria (2008b: 51-52) suggests the three following 
strategies for the rendering of humour into another language: a) deletion, namely ‘the 
suppression of the intertextual elements on which a SL joke is based’; b) literal 
transposition, which ‘implies the direct un-mediated adaptation of a joke in the TL’; c) 
substitution/recreation, i.e. the mechanism by means of which ‘examples of humour 
based on intertextuality are replaced by a different element in the TL version, 
sometimes by trying to recreate the joke based on a TL element’. By comparing the 
guidelines advanced by Bassnett with the strategies proposed by Bucaria for the 
translation of humour, it is possible to find some analogies and perhaps to notice the 
potential of using the two models as complementary. 
It appears that the most challenging options are those implying the replacement 
or the recreation of the source-language comic element, which could explain why few 
translators resort to it. It certainly is an exacting task to substitute a source-language 
joke with a target-language one, especially if we consider the idea of maintaining the 
core of the former and, thus, the existence of a lowest common denominator between 
the two texts. This may be one of the reasons why translators are afraid of moving 
away from the original text or find it too demanding. On the other hand, it is wise to 
replace a foreign joke with one that pivots on a completely different subject, if the latter 
is more likely to be understood by the target-language audience and sound natural to 
them, without producing an alienating effect. However, this option is only justified when 
it is really necessary, otherwise the target-language version may lack in accuracy and 
show a considerable loss of cultural references belonging to the source-language 
country. Thus, the best attitude consists in striving to remain as close as possible to the 
original, whenever it is feasible, and ‘reproduc[e] in the receptor language the closest 
natural equivalent of the source-language message, first in terms of meaning and 
secondly in terms of style’ (Nida and Taber 1969: 12). 
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Therefore, the translator of humour needs to aim at the reproduction of the 
linguistic ambiguity from which the comic effect stems in the original and, at the same 
time, preserve the cultural references as much as possible, without changing the 
invariant code, whenever feasible. Although this may sound simple, in fact the transfer 
of humour into another language and culture can easily be unsuccessful, and it has 
been argued that ‘verbal humour travels badly’ (Chiaro 2010a: 1). On the one hand, 
this statement is not confirmed by the present research project, as Chapter 6 will 
demonstrate. On the other hand, it is important to concede that ‘the chances of being 
able to pun on the same item in two different languages is extremely remote’ and, in 
general, verbally expressed humour ‘may also play on socio-cultural peculiarities of a 
particular locale which, when coupled with linguistic manipulation, will complicate 
matters further’ (ibid.: 8). Indeed, humour responses are universal, but the stimuli tend 
to change from one country to another, which is what makes translation of humour very 
difficult and, at times, nearly impossible, when language and culture combine together 
to form the source of amusement. Nonetheless, translators not only have to recognise 
humour in all its potential shapes – e.g. irony, sarcasm, satire, comedy, parody, 
hyperbole, dark humour – but they also need to be able to appreciate it and reproduce 
it into the target language, for the target audience, with the same intellectual dexterity 
and creativity of a comedian or a wit. Thus, the most suitable approach seems to be 
what Vinay and Darbelnet (1995: 31-36) call ‘oblique translation’, which can take the 
form of transposition, modulation, equivalence and adaptation, and is opposed to 
‘direct translation’, which includes borrowings, calques and literal translation. To be 
precise, the four strategies that characterise oblique translation are applied in case of 
‘shifts’, namely ‘departures from formal correspondence in the process of going from 
the SL to the TL’ (Catford 1965: 73).  
Depending on the choices made by the translator when rendering humour, the 
resulting version may reveal a source-oriented or a target-oriented approach. These 
are also known respectively as ‘foreignisation’ and ‘domestication’, two terms drawn 
upon Schleiermacher (1813/2004) by Venuti (1995: 19-21) and also discussed by 
Munday (2001: 146). The result of the former is a version that preserves the features of 
the original text. When translators choose it, they may enrich the target culture by 
introducing some elements that are typical of the source system. On the other hand, 
this may cause an alienating effect on the recipient, which can be even stronger if this 
approach is also adopted from a linguistic point of view, with a reproduction of the 
syntactic and lexical traits of the source language. Conversely, the objective of the 
latter is to adapt the original to the target language and culture, which may result in 
losing most of the peculiarities of the source-language text. However, this approach 
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ensures fluency and acceptability, which contribute to a smoother and more 
comfortable fruition by the recipient, from a cognitive perspective. Therefore, the 
difference is in the degree of assimilation of the foreign text or in the degree of 
estrangement from it.  
If one were to apply the content of the previous paragraph to translation of 
humour and were to take into account what has been discussed up to this point, it 
would seem clear that a source-oriented approach would only work if the comic 
element of the original had an equivalent in the target country both in terms of linguistic 
and cultural features, depending on the nature of the humorous stimulus. Nevertheless, 
in most cases, the source-language joke or pun may not make sense to the target-
language recipient due to the distance between the two linguistic systems. Thus, 
linguistic and cultural discrepancies between the two systems act as an obstacle to 
both the rendering and the fruition of humour. Whenever this happens, a target-
oriented strategy needs to be implemented so as to find a solution that will trigger the 
right humour response and amuse the audience. 
Given the fact that it is difficult to delineate the situations and contexts in which 
one of the two strategies is more appropriate than the other, Eco (1995: 125, my 
translation) suggests adopting the following approach:  
Regarding the question as to whether a translation should be source- or target-oriented, 
I believe that it is not possible to formulate a rule; instead, the two criteria should be 
used alternatively and flexibly, depending on the problems posed by the text that one is 
facing. 
The ultimate aim is to avoid causing a loss, which is described by Cavaliere (2008a: 
76) as ‘a large residue of verbal and referential humour associated with the linguistic 
structures or socio-cultural background of SL which does not manage to “cross the 
border”’. For this reason, Eco (2003: 96-97) also advances the idea that some 
compromises with the original text should be established and translators should resort 
to compensation strategies, in order to reduce the aforementioned loss.  
2.3 Subtitling (of Humour) 
Subtitling is one the audiovisual translation modalities together with other techniques 
such as dubbing, voice-over and audio-narration. Subtitles can be categorised 
according to different parameters. For instance, based on whether they are in the same 
language as that of the audio or in a different one, they will be respectively intralingual 
or interlingual (Gottlieb 1997: 71–72; Díaz Cintas 2001a: 24). Subtitles can also be 
multilingual, if they appear in more than one language (Ivarsson 1992: 35), 
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simultaneous or pre-recorded (Díaz Cintas 2001a: 24), and open or closed (ibid.), 
where the former can be enabled and disabled by the viewer, while the latter are 
embedded in the video. Furthermore, they can be specifically designed for people with 
a hearing impairment, thus adding different devices such as colours and idiosyncratic 
usage of punctuation to convey the intended meaning when this needs to be glossed. 
Finally, depending on their position on the screen, they can be subtitles or surtitles 
(Bartoll 2004: 55) – although, in the language combination English-Italian, the former 
refer to audiovisual translation, whilst the latter tend to be a translation mode used in 
live opera performances. 
Subtitles are part of an audiovisual text, which, as the word itself suggests, 
relies upon images and sounds and where the communication takes place by means of 
written language. In particular, subtitling can be defined as ‘the rendering in a different 
language of verbal messages in filmic media, in the shape of one or more lines of 
written text, presented on the screen in sync with the original verbal message’ (Gottlieb 
2004: 86), which makes of them a ‘supplementary mode’ rather than a ‘substitutional 
mode’, as dubbing is instead (ibid.: 87). This creates a unique semiotic situation that 
affects the job of a translator-subtitler. A useful illustration of the multimodal nature of 
subtitles and an exhaustive classification of all the types of signs involved is provided 
by Zabalbeascoa (2008: 24), who lists ‘four types of signs: audio-verbal (words 
uttered), audio-nonverbal (all other sounds), visual-verbal (writing), visual-nonverbal (all 
other visual signs)’.  
If we narrow down what has been said in the previous section about translation 
of humour to audiovisual translation and, precisely, to subtitling of humour, the 
translator will have to take into account all the aforesaid signs ‘so as to make informed, 
context-sensitive, function-oriented, audiovisually-coherent decisions as to the words 
that will be the most appropriate for the task at hand’ (ibid.: 33-34). This means that 
translators will have to approach the decision-making process from several 
perspectives and make their choices by bearing in mind the semiotic nature of subtitles 
and its implications, as well as the notions of context, function and cohesion, so as to 
deliver the most effective solutions for the reception of the subtitles by the audience. 
This task becomes even more challenging when humour is involved. As Luyken et al. 
(1991: 55) state: 
Translation for subtitles involves all of the linguistic problems which literary translators 
encounter together with the additional burden imposed by the constraints of subtitling. 
Of the problems which are common to all translation the following represent a particular 
challenge to subtitlers: dialects, puns and jokes, ambiguities and localisms. 
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The constraints mentioned in the quotation can be ascribed to two main factors: time 
and space. The former has an impact on both the duration of each subtitle and the 
transition from one subtitle to another. In order to ensure that these two aspects are 
properly dealt with, an operation called ‘spotting’ is accomplished by establishing the 
exact time at which each subtitle will appear and then disappear. As for the latter, it is 
related to the space available on the screen, which determines the maximum number 
of characters and lines that may compose a subtitle.  
Moreover, subtitling represents one of the most varied forms of audiovisual 
language transfer as, compared to the others, it stems from the combination of three 
operations which are separated from each other on a theoretical level, whereas they 
happen simultaneously on a practical one: ‘the transfer of information from one 
language to another; an abbreviation or condensation of the text; the transfer from the 
spoken to the written language’ (ibid.: 156). It would be inappropriate to consider these 
steps as nothing more than an automatic and superficial operation; indeed, each one of 
them requires a significant interpretative effort by the translator-subtitler. This person is 
supposed to dig into the linguistic, semantic, pragmatic and cultural depth of the 
screenplay to be translated, so as to make carefully considered choices when handling 
obstacles such us wordplay, irony, quips and jokes, as well as any figures of speech 
used with a humorous purpose. 
Regarding the aforementioned decision-making process, a valid categorisation 
of the options available to the translator is proposed by Gottlieb (1997: 188), who writes 
as follows: 
In translated versions using subtitling as the means of language for transfer, wordplay 
can be: (i) rendered verbatim, with or without humorous effect; (ii) adapted to the local 
setting, to maintain humorous effect; (iii) replaced by non-wordplay; (iv) not rendered, 
using the space for neighbouring dialogue; (v) inserted in places where the target 
language renders it possible. 
Therefore, there are five strategies available, some of which are more demanding than 
others, namely the second (ii) and the last one (v). The former helps to maintain and 
convey the humorous effect of the original by adapting the comic element to the target 
language and culture, whereas the latter pursues a compensation strategy by inserting 
the comic element wherever possible so as not to lose it altogether.  
Another significant contribution is offered by Chiaro (2000: 32-33), who 
indicates the four following options as the most frequent strategies for the translation of 
puns on screen: 
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a) leave the pun unchanged i.e. in the “foreign”/source language; b) replace the source 
pun with a pun in the target language; c) replace it with an idiomatic expression which 
may (or may not) contain an element of the source pun’s core meaning; d) ignore it 
altogether.  
Furthermore, the idea of compensating for a loss by introducing a funny verbal situation 
where the original version does not present one is not excluded.  
Nevertheless, before reaching the decision-making stage, first the translator 
has to be able to recognise all the comic devices that form part of a screenplay and 
interpret them correctly by taking into account the entire source-language cultural 
system. Indeed, it has been noticed that ‘translation is particularly conditioned by the 
(in)correct perception and codification of cultural values, both in dubbing and subtitling’ 
(Bruti and Di Giovanni 2012: 3). 
On the one hand, one of the main issues that have been pointed out by 
scholars is that ‘explicit markers of the interpersonal pragmatics of dialogue’ are 
normally omitted (Mason 2001: 24) and ‘explicit markers of politeness’ are either 
neglected or replaced with interpersonal dynamics that differ from those of the original 
(Hatim and Mason 1997: 89). On the other hand, images and sounds are still available 
to the audience as a source from which these dynamics among the characters can be 
grasped. The only shortcoming is that viewers may spot some discrepancies between 
a certain representation provided in the subtitles and what they receive from the visual 
and audio channels. Overall, these interactional markers play such an essential role in 
the relationship between the audiovisual product and the audience that, according to 
Remael (2008: 60), ‘more research is needed into the extent to which the loss of 
interactional features in subtitling is balanced by the interaction of the verbal signs with 
the information conveyed by the film’s other systems’. 
All the challenges posed by subtitling, such as those addressed in the previous 
paragraph, are normally explained as due to time and space constraints. However, 
Zabalbeascoa (2008) suggests a different approach which overcomes the idea of a 
restricted translation in which subtitling only takes into account the scripts, while 
images purely represent an additional obstacle that makes the entire process 
impossible. Indeed, the ultimate aim of subtitling should be 
the creation of a “new” script in a different language that can create meaningful 
relationships [...] with the pictures and sounds that also make their contribution to the 
“new” AV text, so that it is as coherent and relevant as possible to the new audience. 
(ibid.: 33) 
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This vision is shared by Tortoriello (2011), who argues that subtitling translators do not 
necessarily opt for omission or condensation to cope with the limitations of time and 
space. As a matter of fact, they also put their effort into producing subtitles that are 
cohesive and coherent on a semiotic level, and that should make certain contents 
explicit only when needed (ibid.: 63-64, 74). Chaume Varela (2002) emphasises the 
importance of the semiotic nature of audiovisual texts and its significant implications 
during the translation process, which is a research field that, according to him, had not 
been exhaustively explored yet when his work was published. Indeed, although several 
relevant works had seen the light by then, this branch of translation studies had not 
received yet the same attention as that dedicated to other translation modalities. 
Similarly, a few years later, Zabalbeascoa (2008) advances the idea that all the issues 
concerning audiovisual translation could be solved more effectively if no distinction 
were made between literary and non-literary theories of translation. Suffice it to say that 
‘[s]creen translation did not fit into text-type classifications or language-function 
categories which dominated the translation studies (TS) scene for several decades’ 
(ibid.: 24). 
A valuable effort to bridge the gap between translation studies and audiovisual 
translation was made by Díaz Cintas (2004), who decided to study audiovisual 
translation from the theoretical perspective of the Descriptive Translation Studies, 
which resulted in some very insightful observations. He starts by looking at the 
theoretical framework articulated in the works of Even-Zohar, the Polysystem Theory 
(1978, in Díaz Cintas 2004: 22-25), and discusses the importance of an audiovisual 
polysystem containing both national and translated products, which ideally should be 
considered as equal from a social and cultural point of view. It is in this context that the 
relationship existing between original and target-language products would need to be 
examined, as this would also help to overcome the idea of primary position and 
secondary position. These two notions respectively describe the status of the products 
which set a model and thus dominate the centre of the polysystem, and that of the 
products which do not have any power on other works and occupy the edge of the 
polysystem.  
Subsequently, Díaz Cintas (2004: 25-28) draws upon Toury (1978, 1980 and 
1995) and Hermans (1999) to scrutinise the preliminary and operational norms, and the 
way in which they govern a translation project, as well as the translators’ transition 
process from the source to the target language and their mediation between the two 
linguistic systems. However, in audiovisual translation it is not necessarily the translator 
who applies the norms; indeed, this tends to be done by other individuals or bodies 
such as subtitling and dubbing directors, adaptors, film production companies and TV 
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studios. Therefore, it is important to observe norms and how they evolve over time, as 
this helps to unveil the economic, social and political forces that exert their influence on 
culture. All these forces, together with those coming from the market, are closely linked 
to another crucial concept addressed by the author, the idea of ‘patronage’ introduced 
by Lefevere (1985, in Díaz Cintas 2004: 28). Patronage influences dubbing and 
subtitling from an ideological, social and economic point of view, and it manifests itself, 
for example, with censorship and with products that should match the audience’s – i.e. 
consumers’ – wishes, whereas they depend on companies’ marketing and sales 
strategies (see also Díaz Cintas 2012).  
Díaz Cintas (2004: 29-32) comes to the suggestion that scholars should study 
how the original and the translated product relate to each other to discover the degree 
of acceptability and adequacy of the latter, two notions that have cultural and social 
implications linked with the two polysystems involved. Furthermore, when studying 
audiovisual translation, it would be appropriate to take into account its interdisciplinarity 
and to consider its linguistic and cultural dimensions as complementary, as it would be 
incorrect and misleading to only focus on one of them instead (Munday 2001: 181-196; 
Harvey 2000: 466, in Díaz Cintas 2004: 32). 
Another scholar who supports the positive role played by the Polysystem 
Theory within the domain of audiovisual translation is Bartrina (2004: 163), who 
explains that ‘research projects on worldwide procedures and norms governing the 
policy of dubbing and subtitling allow us to analyze in depth the adaptation of translated 
audiovisual products to the target culture’. Furthermore, she studies audiovisual 
translation as a product, and one of the research topics that she investigates – and that 
is relevant to the present study – concerns the ‘audience design’ (ibid.: 158, 161-162). 
This aspect is characterised by all the choices made by the audiovisual translator 
based on the social and cultural features of the intended audience of the product, such 
as any decisions of a linguistic and stylistic nature. An interesting contribution to the 
notion of audiovisual translation as a product is offered by Chaume Varela (2002) with 
a categorisation of the research that has been carried out with regard to this subject. 
One of the groups of studies that he examines – and that has some relevance to the 
present research project – deals with ‘the cultural impact of the translation of 
audiovisual texts’ (ibid.: 6). In particular, he highlights the contribution of Delabastita 
(1989), who poses some insightful questions about the political, social and economic 
role played by the target culture on a global level; its cultural, linguistic, stylistic and 
intertextual relation with the source culture; and its effects over the work of the 
audiovisual translator (Chaume Varela 2002: 7). 
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From a practical point of view, it is worth mentioning a valuable tool designed to 
improve the process that leads to the final product – the Code of Good Subtitling 
Practice by Ivarsson and Carroll (1998: 157-159), which was approved by the 
European Association for Studies in Screen Translation (ESIST) in 1998. This 
important resource clarifies any potential doubts concerning the duration of a subtitle, 
which normally varies between one and seven seconds, and its length, which, in 
general, should not exceed 40 characters. These characters can be distributed over a 
maximum of two lines, preferably in the shape of a trapezium – so as to disturb the 
images as little as possible – and by inserting the return where it segments the 
sentence in a suitable way syntactically and semantically. Furthermore, this code 
contributes to a stylistic standardisation of subtitles with norms which regulate, for 
example, the use of punctuation, inverted commas and interjections. It is important to 
be aware that, since 1998, the subtitling practice has undergone some changes 
especially with respect to the number of characters per line and the duration of subtitles 
(e.g. the ‘six-second rule’), which can vary from one company or client to another and 
depending on the distribution format (Díaz Cintas and Remael 2007: 23-24). The 
usefulness of such resources is linked to the fact that subtitling presents several 
practical issues. Some of these are addressed by Sánchez (2004), who illustrates the 
entire subtitling process and discusses four methods, each one of which implies a 
different combination and order of the following stages: pre-translation (in some cases 
replaced by translation), adaptation and spotting. The most effective one consists of 
translation/adaptation, followed by spotting. However, when her work was published, 
this method was not frequently used and, according to Sánchez (ibid.: 17), this was 
‘mainly due to the lack of subtitling-coherent translators with real technical knowledge 
of procedures, lateral thinking skills and the ability to find more than just lexical 
solutions’. Moreover, she emphasises some important aspects of subtitling such as the 
constant presence of the original soundtrack as a positive feature of faithfulness, the 
tendency to opt for a literal translation and the difficulty of translating and reproducing 
sarcasm (ibid.: 12-14). 
The latter difficulty of transposing sarcasm, and one could add humour in 
general, is of great significance. One of the tools that can be used with a humorous, 
ironic or sarcastic purpose is vulgar and taboo language, which seems to undergo a 
special treatment when translated for subtitling. This is what emerges from Greenall’s 
(2011) study, who noticed a lower percentage of swearwords in the subtitled 
Norwegian version of The Commitments, the film directed by Alan Parker (1991) and 
drawing upon Roddy Doyle’s homonymous novel. One of the reasons behind this 
phenomenon may lie in the fact that Norway is a ‘subtitling country’, which makes it 
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more fluent in English compared to dubbing countries (Gottlieb 2004). Therefore, the 
audience may be able to retrieve the vulgar language from the original English audio, 
as well as from the images. This would compensate for the potential pragmatic loss of 
the ‘social implicatures’ (Greenall 2011: 45, based on Mao 1996) that are related to this 
type of language. Another explanation for the smaller amount of taboo language can be 
linked to what Greenall (ibid.: 47) calls a ‘swearing constraint’, which applies as a norm 
from a social point of view. Nevertheless, such phenomenon could be purely due to 
space and time constraints that are typical of subtitling (Gottlieb 1998) and to the aim of 
creating a more neutral language during the transition from oral to written text (Lambert 
1990), as Greenall (2011: 55) further suggests.  
Overall, discrepancies between the original and the target product do not 
necessarily surprise scholars studying the audiovisual translation modality in question. 
For instance, Smith (1998: 148) claims that ‘subtitles will sometimes have to depart 
from the original in a way that would be inadmissible in other contexts’. On the other 
hand, subtitling does not always detach altogether from the original. Indeed, it has 
been noticed that, when the source language is English, subtitlers tend to opt for 
linguistic structures that are closer to the original and for a significant number of 
anglicisms, which is why this audiovisual mode can be considered as foreignising 
(Gottlieb 2004: 89-91). Both dubbing and subtitling appear to be under the sway of the 
original dialogues, which emerges with morphosyntactic calques for the former and 
with loanwords for the latter (ibid.: 93). Therefore, there seems to be an interference 
originating from English-language products, which may represent a confirmation of the 
idea that subtitling might reinforce the dominance of English and of the Anglo-American 
culture (ibid.: 87, 90).  
Finally, a meaningful observation to bear in mind is made by Díaz Cintas and 
Remael (2007: 229), who explain that translation always requires linguists to make 
choices and decisions, and that it is never neutral. In the specific case of subtitling, 
they talk about the ‘preference for simplified standard language: the so-called neutral 
language it uses is often the voice of authority, i.e. the voice imposed by the TV 
channel (Remael 2004, Kauffman 2004)’ (ibid.). This is something of which, according 
to Díaz Cintas and Remael, not only translators and subtitlers but also the recipients of 
their products should be aware. They push their argument even further with a series of 
statements that, implicitly, also underscore the importance of the audience in the 
reception of subtitled stand-up comedy shows: 
The public should be educated and learn not to simply dismiss such choices or 
translation shifts as shortcomings or mistakes. Any text only comes into existence in 
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interaction with its readers, who bring their own experience to it. Subtitles are no 
different. (ibid.) 
2.4  Reception Studies and Eye Tracking 
Cognitive and reception studies normally rely upon the use of several different methods 
of both qualitative and quantitative nature, whose value considerably increases when 
two or more of them are integrated and applied together to research. Indeed, as Frey et 
al. (1991: 124) stated over twenty years ago, ‘[m]easurement validity and reliability can 
be increased by combining quantitative and qualitative measuring procedures in the 
same research study, a practice referred to as triangulation’ (see also Saldanha and 
O’Brien 2013: 23). This stance is shared by Shreve and Angelone (2010), who stress 
the importance of triangulation as a source of reliable data and results, and point out 
that, due to the newness of this approach, the first studies to adopt two or more 
methods presented some limitations, such as small samples of participants (ibid.: 6).  
Although the objects of study of the aforementioned disciplines and translation 
studies have often shown overlapping interests and discussions – especially over the 
past two decades – by focusing on the mind of translators or on their intended 
recipients, the importance of using at least a twofold methodology seems to have been 
noticed by very few translation scholars and experts. Moreover, it must be highlighted 
that not many studies investigate the reaction of those who receive a translated product 
and, even when they do, other tools and techniques belonging to the qualitative sphere 
are preferred, such as questionnaires, interviews, think-aloud protocols and group 
discussions. For instance, Bairstow’s research (2011) offers some insightful 
suggestions on how to investigate the audience’s reception of a subtitled film regarding 
the variables related to the participants (e.g. their background knowledge and their 
linguistic skills) and those concerning the film (images, dialogues and situations). 
However, the only method applied to investigate the audience’s impression of these 
three film aspects is a questionnaire. Similarly, Di Giovanni (2012a) investigates how 
Italians perceive subtitling by observing how forty people received two clips taken from 
two English culinary documentaries, one of which had Italian subtitles, whereas the 
other had Italian voice-over – the latter being an audiovisual translation mode that is 
normally used in Italy for documentaries (ibid.: 176). The findings showed some 
interesting facts, as younger participants and, in particular, women presented a higher 
degree of acceptance and appreciation of subtitled programmes, which, according to 
the author, may be linked to the fact that 100% of the younger women indicated 
reading as their hobby, whereas only 20% of the men did (ibid.: 189). Nonetheless, the 
audience’s reception was explored only by means of a questionnaire.  
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The significance of the role played by the audience and their reception of 
subtitled films has been brought to the fore by another scholar, Tuominen (2011). Her 
analysis pivots on the concept of ‘reception strategies’ which are ‘the conscious or 
unconscious tactical approaches which viewers adopt when watching a subtitled film’ 
(ibid.: 191). The main strategies that seem to emerge are ‘accidental reading’ and 
‘going with the flow’ (ibid.: 198-199), two expressions used to explain that the subtitle 
reading process occurs unconsciously and automatically. As regards the findings of 
this research, the subtitle reading process did not result as being cognitively 
demanding and the attitude of the participants towards subtitling as an audiovisual 
translational mode was overall positive. On the other hand, it must be pointed out that 
this study was carried out in Finland, which is known as a ‘subtitling country’. Moreover, 
the sample of participants also included individuals who had some command of the 
source language of the film, even though this may produce some ‘linguistic “pollution” 
from the background original soundtrack’ (Fuentes Luque 2003: 296, in Tuominen 
2011: 194). Finally, the only method applied to the study was the group discussion, 
although there tends to be ‘a remarkable discrepancy between what the viewers 
declared they had understood and what they actually did understand’ (Antonini 2007: 
165, in Tuominen 2011: 197).  
It is also worth mentioning that there are university departments devoting much 
of their research to studies on the audience. One of the most prolific examples is 
presented by Chiaro (2014: 207), who, with respect to the University of Bologna’s 
Department of Interpreting and Translation Studies at Forlì, where she is Professor in 
English Language and Translation, writes that ‘[s]ince 1999, researchers […] have 
been investigating screen translations from the point of view of viewer reception’. 
Indeed, she includes in this work a review of the numerous projects accomplished in 
this field, which resulted in very meaningful findings; however, their approach does not 
involve experimental methods such as the eye tracking technique.  
Nevertheless, even when translation studies resort to an eye-tracking system 
(either by itself or in conjunction with another method), in most cases the research 
seems to focus on the cognitive aspects related to the translator’s mind and behaviour, 
rather than on the audience. For instance, Muñoz Martín (2010: 169) investigates 
‘cognitive translatology’, i.e. a science that brings together translation and cognition. 
However, he concentrates his attention on translation as a ‘mental activity’ (ibid.: 173) 
and, thus, from the perspective of the translator and the process itself. On the other 
hand, similarly to scholars studying translation and/or cognition and/or reading from the 
point of view of the audience, he claims that methods such as think-aloud protocols do 
not provide ecological and clear data and findings. Therefore, he claims that research 
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studying translatology and the methodology adopted for this purpose should be 
redesigned.  
Several other studies belong to this research field and, although they are not 
closely relevant to the present project, it is useful to observe how they approach eye 
tracking. For example, Sjørup (2011) and Jensen (2011) respectively address the 
existence of a link between cognitive effort and eye movements, and attention and eye 
movements. Both studies resort to eye tracking to examine gaze time, the former with 
regard to the translation of metaphors and the latter with the intention of observing how 
attention is distributed between the source text and the target text while translating.  
Another research that is worth looking into is by Chang (2011), who explores 
how the cognitive load on translators’ mind varies depending on directionality, i.e. 
whether they work from their mother tongue into a foreign language or vice versa. The 
study deals with some interesting notions regarding, for instance, a possible correlation 
between the diameter of the pupil and the cognitive effort of a task. In order to further 
clarify this aspect, Chang (ibid.: 159-160) presents a study carried out by Caffrey 
(2008). This scholar collected data related to the pupil diameter of 20 participants who 
watched TV anime with one-line subtitles, two-line subtitles, one-line subtitles with pop-
up glosses for cultural references to Japanese anime, and two-line subtitles with pop-
up glosses. The results showed that the second and the fourth conditions required a 
greater cognitive effort based on pupillometric data.  
Finally, a cognitive experiment on the translator’s mind with the ultimate aim of 
improving the translation process was attempted by and discussed in Lachaud (2011). 
What stands out from this research is the combined use of eye tracking, keystroke 
logging and electroencephalography, besides a questionnaire designed to reveal 
participants’ linguistic background and skills. He emphasises the positive and negative 
sides of each method, as well as those of applying the three methods together. As for 
eye tracking, he underlines that it ‘measures eye movements [...], a behaviour which 
provides indices about visual information intake. Eye movements can reveal the 
progression of syntactic processing and meaning building in the reader’s mind’ (ibid.: 
136). 
A scholar who has recently championed the application of eye tracking to 
translation and cognition research is O’Brien (2010). In one of her studies, she resorts 
to this method to investigate any potential differences in readability between a text that 
is written according to the rules of Controlled Language and a text that is not. In 
particular, she relies on the idea that  
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[t]ypically then, eye tracking studies of reading difficulty focus on measurements such 
as number of fixations and duration of fixations, where the higher the number and 
duration the more difficult it was (we presume) for the reader to comprehend that piece 
of text. (ibid.: 146-147) 
In another significant work, O’Brien (2011) contributes to the renewal of the 
methodology used in translation studies and argues that the volume edited by herself 
demonstrates that ‘[a]lthough cognition-oriented research in translation is not new, 
there is certainly evidence of an increasing interest in how the translator’s mind works’ 
(ibid.: 1), together with works by Göpferich et al. (2008, 2009), Mees et al. (2009), and 
Shreve and Angelone (2010). On the other hand, it does not pass unnoticed that here 
the focus is on the mind of translators, to which scholars have so far dedicated much 
attention, if compared to reception of translated audiovisual products, especially when 
they are subtitled and pivot on humour. On a positive note, thanks to studies such as 
O’Brien’s, the cognitive usefulness of innovative techniques such as eye tracking have 
been brought to the fore so as to replace or be integrated with traditional methods such 
as think-aloud protocols. For instance, in relation to the fruition of the translation 
product, O’Brien (2011: 4) explains that  
[f]orward and backward saccades are normal in reading processes and provide 
information, about for example the readability or comprehensibility of a text (cf. Rayner 
1998), the reader type (Hyönä and Nurminen 2006), or indeed about the expertise of 
the reader (Moravcsik and Kintsch 1995, Kaakinen et al. 2003).  
All the findings of previous studies using the eye-tracking technology to observe the 
reading activity can be useful during the empirical stage of the present research 
project, as they may cast light on the analysis of data concerning how participants read 
the subtitles and the cognitive load involved in doing so. 
Another eye-tracking study on the cognitive implications of reading with regard 
to translation is offered by Alves et al. (2011), who believe that this field is still rather 
unexplored. In particular, participants were asked to answer some comprehension 
questions and summarise a text orally after reading, and produce a sight translation, 
clearly while reading. Regarding the type of insight that eye tracking can give into 
reading, Alves et al. (ibid.: 178) write that ‘[i]n eye-tracking studies, a reading activity is 
one involving successive fixations and saccades that can be mapped on to the text’ 
and ‘long and high numbers of fixations and backward movements (e.g. saccades 
representing revision of text strings) are signals of effort in processing’.  
 Eye tracking draws also the attention of scholars who are not closely involved 
in translation studies. Richardson et al. (2007), for example, discuss the relevance of 
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eye movement in cognitive psychology, language processing and reading, as a factor 
‘provid[ing] an index of real-time mental activity that most other methodologies do not’ 
(ibid.: 338).  
Shifting the attention to the application of eye tracking to an audience’s film 
reception, there are a few studies that can be illustrated and may be useful to the 
present research – and, precisely, during the data analysis and interpretation – thanks 
to some of their aspects. For instance, Kruger (2012) resorted to the eye-tracking 
technology to investigate the reception of a film when viewed with audio description 
and audio narration, based on sighted and hearing participants’ recollection of the 
contents of the film and their ability to reconstruct them. In this way, he tried to draw a 
line between cognition and visual behaviour by mapping the former with narrative 
reports and the latter with glance count, fixation count and dwell time concerning a 
specific ‘area of interest’. Indeed, these two tools would help audiovisual translators 
refine their approach to this task by understanding how viewers watch a film and how 
they ‘metabolise’ its story, relying upon what they see and what they hear through 
audio narration and audio description. However, Kruger claims that no guidelines on 
how to apply eye tracking exist yet (ibid.: 67), which means that this method needs to 
be enhanced and optimised, and one way to do so is to adopt it as much as possible 
(ibid.: 83). Finally, drawing upon Bortolussi and Dixon (2003) and opting for the two 
aforementioned methods, he applied psychonarratology to the study of film reception, 
which had never been suggested before (Kruger 2012: 71). The findings stressed the 
greater role played by the narrative saliency of an element compared to its visual 
saliency and the significance of considering the audiovisual text as a whole for a 
correct interpretation of the narration (ibid.: 82-83). 
Regarding the application of the eye-tracking technology to the audiovisual 
translation modality used in the present study, an example of research investigating the 
reception of subtitles when watching a film was carried out by Bisson et al. (2014). In 
particular, participants were shown a film in three different modalities: a) source-
language soundtrack and target-language subtitles; b) target-language soundtrack and 
source-language subtitles; and c) source-language soundtrack and subtitles. In order to 
examine how subtitles are processed – and besides using an eye-tracking system – 
the authors of this study decided to observe the incidental acquisition of source-
language vocabulary which might be triggered by associations involving subtitles, 
soundtrack and images. Drawing upon some relevant studies focusing on standard and 
reversed subtitling (D’Ydewalle et al. 1985, 1987; D’Ydewalle and Van Rensbergen 
1989), as well as on intralingual subtitles (D’Ydewalle et al. 1991), the authors of this 
research formulated the hypothesis that the audience tends to read the subtitles no 
 
 
49 
matter what the viewing mode is, although they rely upon them to a greater extent 
when the soundtrack is in the source language (Bisson et al. 2014: 401). On the other 
hand, they expected each subtitling condition to produce a different reading behaviour 
(ibid.: 415). In order to demonstrate all this, they used the eye-tracking technology to 
study the number of fixations and their duration, as well as a vocabulary test, for each 
subtitling condition. The findings revealed that ‘fixation duration, the number of 
fixations, the number of skipped subtitles, or the number of consecutive fixations in the 
subtitle area’ (ibid.: 17) were similar for standard and intralingual subtitles, although the 
images received more attention when the latter were used. Moreover, the reading 
activity decreased with source-language subtitles and target-language soundtrack, and 
still it was recorded to some level, even though the audience did not need to rely on the 
subtitles (ibid.). This phenomenon had already been explored by D’Ydewalle et al. 
(1991: 660) who argued that ‘[r]eading subtitles is not due to habit formation. When 
there is a choice between the speech and the text channels, the subjects read the 
subtitles.’ 
Another study relying upon a triangulated approach is by Perego et al. (2010), 
who adopted a threefold methodology combining eye tracking, word recognition and 
scene recognition, in order to study the reception of a film by means of interlingual 
subtitles. Furthermore, they investigated the cognitive impact of two-line subtitles in 
which the segmentation is not coherent from a syntactic point of view. Based on the 
theories of attention by Broadbent (1958) and Treisman (1969), which support the 
difficulty of processing subtitles, images and original soundtrack, Perego et al. (2010: 
247) explain that their findings should evince ‘a negative correlation between subtitle 
recognition measures and visual recognition measures’. However, the ultimate aim of 
their research is to delve into the processing strategies and their effectiveness, in order 
to prove that the viewing of an interlingually subtitled film does not require a 
compromise in the allocation of attention, as reading the subtitles is enough to absorb 
the film contents. In their study, Perego et al. (ibid.: 245-246) make reference to 
research showing that viewers tend to read subtitles more when they are informative 
(i.e. in the target language) (d’Ydewalle et al. 1991); recipients who are more 
accustomed to subtitles find reading them less demanding (d’Ydewalle and Gielen 
1992); once people learn to read, this process becomes partially automatised (LaBerge 
and Samuels 1974; Logan 1997). Nonetheless, the theoretical and empirical frame is 
not solid yet, which is especially due to several limitations in the methodology used so 
far (Perego et al. 2010: 246, 248). As far as the findings of this study are concerned, 
what emerged is that subtitling is, indeed, cognitively effective and no compromise had 
to be reached between subtitle and word processing and scene processing. On the 
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other hand, the results did not confirm the hypothesis that two-line subtitles presenting 
an incoherent segmentation require a greater cognitive effort. 
Although all the examples of research that have been discussed up to this point 
can be useful during the empirical stage of this project, there are a few studies that are 
even more relevant as they examine how an audience receives translated humour in 
audiovisual materials. One of these is by Antonini (2005), who focuses on the 
perception of translated humour and, precisely, of interlingually subtitled humour – 
which to date continues to receive very little academic attention. She claims that the 
very few existing works all present a descriptive or prescriptive approach (ibid.: 214-
215), which is also what Fuentes Luque had previously stated (2001: 69, in Antonini 
2005: 215). Within this publication, she deals with a study that was previously carried 
out in Antonini et al. (2003), and this may be relevant to the present research project, 
as it concentrates on a case study that is characterised by a specific type of humour 
that makes fun of religion. Moreover, the source language is English and the target 
language of the subtitles is Italian. If these two aspects represent a close link to the 
present work, at the same time they highlight the lack of research on the perception of 
interlingually subtitled stand-up comedy, as the focus here is on a British TV sitcom 
called Father Ted (1995-1998). Furthermore, as is for many other studies, the 
methodology adopted only consists of a questionnaire, which here is designed 
according to the 3 WD (‘3 Witz-Dimensionen’) test invented by Ruch (1992, 2001) to 
investigate humour appreciation (Antonini 2005: 216). This test normally applies to 
three forms of humour – i.e. incongruity-resolution humour, nonsense humour and 
sexual humour – and jokes and cartoons belonging to these three categories are 
assessed on funniness and aversiveness by means of seven-point scales. Since this 
questionnaire – although original – is the only tool on which the methodology relies, the 
idea of using a questionnaire combined with the eye-tracking technology appears as 
innovative and useful to observe what the subjective opinion of the audience may not 
reveal regarding the way in which they perceive subtitled verbal humour, which in this 
case resulted in not being much appreciated (ibid.: 222). 
Finally, a considerable contribution to this research field is offered by Fuentes 
Luque (2003), who explores the perception of humour, puns and other cultural 
references in the Spanish dubbed and subtitled version of Duck Soup (1927) by the 
Marx Brothers. What arouses particular interest is his set of hypotheses, which can be 
overall summarised as follows: a greater appreciation of dubbing rather than subtitling 
(as Spain is a ‘dubbing country’); the fact that humour loses its effects when translated 
and, when it does not, it can produce different ones depending on the audiovisual 
translation mode that is used; and the idea that the addressees of the target-language 
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audiovisual product may show a different reaction compared to those of the original, 
due to ‘cultural bumps’ (based on Leppihalme 1997, in Fuentes Luque 2003: 295), 
especially when a literal translation of puns and wordplay is carried out. In terms of 
methodology, the scholar divides his research into three main stages:  
(a) empirical observation of viewers’ reactions to a series of elements that are broadly 
cultural [...] or humorous [...]; (b) a questionnaire about general and specific aspects of 
the audiovisual translation modes and about the corpus, and (c) a short interview. (ibid.: 
296) 
Despite the remarkable contribution represented by his study, the methods that 
Fuentes Luque applied and his sample size (30 participants) implicitly suggest that 
further improvement and development of the research design is needed when the 
focus is on the audience’s reception of interlingually subtitled humour. 
To end on a slightly negative and, at the same time, stimulating note, it is worth 
underlining that, although audiovisual products are increasingly present in everyday 
life, the research field focusing on the audience’s perception of subtitled – and dubbed 
– material remains rather uncharted (Fuentes Luque 2003: 293; Antonini 2005: 209; 
Rossato and Chiaro 2010: 121). To be more precise, very few insights have so far 
triggered a debate or, even better, supported in-depth research into how different 
audiences perceive translated humour in audiovisual products. In the specific context 
of the present study, the importance of the role played by the audience in the genre of 
stand-up comedy needs to be underscored (see Rutter 1997; Brodie 2008; Lockyer 
2011), as it determines not only the (un-)successfulness of a show, but also the 
existence of the genre itself – indeed, it would not make sense if there were nobody in 
front of a stand-up comedian performing his/her routine. The fact that the audiovisual 
products of this genre are subtitled (mainly from English) into other languages – 
whether it be by amateurial or professional subtitlers – emphasises the importance of 
examining how such translated products are received by the audience of the target-
language country. According to a publication by Chiaro (2014: 205), the situation had 
not changed much in 2014, when she wrote that ‘[v]ery little research has been carried 
out regarding the way audiences perceive translated humor on screen – actually little 
research has been carried out on the perception of audiovisual products in general’. On 
the other hand, she argues that, with the increasing popularity of reception studies and 
methods such as eye tracking (especially with respect to subtitling), ‘perception studies 
are beginning to take off in Translation Studies’ (ibid.). 
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2.5 Conclusions 
After extensive research and evaluation of the relevant literature concerning the 
subjects analysed in this chapter, several lacunae have arisen. As it emerged from 
Section 2.2, as far as the translation of humour is concerned, it seems that none of the 
major scholars who have been investigating this field so far, in combination with 
linguistics and translation studies, has focused on stand-up comedy humour. 
Nonetheless, it represents an extremely interesting form of humour, as it relies upon 
some scripts but also on improvisation, and it creates a unique environment where the 
humour response, if any, is immediate.  
Section 2.3 revealed that research on audiovisual translation of humour 
presents a plethora of studies on cinema and TV products, e.g. films and TV series, 
whereas it shows a lack of academic interest in interlingual subtitling of stand-up 
comedy humour. Moreover, it can be argued that this discipline dedicates more 
attention to subtitling as a process; however, for a comprehensive approach to this 
audiovisual translation mode, this perspective could be integrated with one that focuses 
on subtitling as a product and takes into account how it is received by a certain 
audience of consumers. 
Finally, based on Section 2.4, it appears that there are no studies observing the 
reception and perception of interlingually subtitled stand-up comedy humour by the 
target-language audience. In particular, no examples of research examining this 
domain with a triangulated methodology comprising of an eye-tracking system and a 
questionnaire were found. As a result, it stands to reason that this type of study has not 
been carried out yet for the language pair involving the United Kingdom – and, 
precisely, England – as the source country and Italy as the target country, as the 
present research project does. 
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3  
Eddie Izzard, the Shows and the Clips 
3.1 Introduction 
This chapter introduces the work and style of Eddie Izzard, whose stand-up comedy 
represents the case study of this research project, and it contextualises the clips 
extracted from his shows that were used in the experiment. 
Section 3.2 addresses Eddie Izzard’s humour and all the key features that 
define his comedic style. In particular, the reception emerging from mainly American 
and British newspaper and magazine articles, as well as interviews, is taken into 
account. This media reception allows us to choose parameters of reference from other 
observers, thus adding a further degree of objectivity when examining, once the 
experiment has been carried out, whether certain statements and concepts expressed 
therein are confirmed or contradicted by the response of the sample of Italian 
participants. Hence, a section here also focuses on Italian humour and comicità by 
illustrating with what typologies of humour Italians are familiar and how their perception 
of British stand-up comedy humour differs, as an aspect to bear in mind when 
interpreting the qualitative and quantitative data on Italians’ reaction to Eddie Izzard’s 
own humour. 
Section 3.3 contextualises the chosen sketches by offering an overview of the 
three stand-up comedy performances that have been considered for this study. The 
subsections devoted to each one of the shows include a description of the clips 
extracted from them and played to the Italians participating in the experiment. The 
selected topics and characteristics that are typical of Eddie Izzard’s style and repertoire 
– e.g. religion, history, bad and strong language, wordplay, surrealism and cultural 
references – become significant subtitling challenges beyond the point of being 
successful forms of comedy or not. Furthermore, each show is presented through the 
perspective of both media reception (i.e. newspaper and magazine articles, and DVD 
reviews) and Eddie Izzard himself (i.e. interviews). 
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Section 3.4 provides a comparative analysis between the original scripts and 
their Italian subtitles, which is carried out on a linguistic, pragmatic and cultural level. 
The aim of this analysis is to observe the translation strategies that can be found in the 
subtitles, to stress the difficulties involved in conveying the source-text humour and 
attaining a positive comic effect by means of subtitles, as well as to further emphasise 
the specific reasons why these clips – and, thus, this comedian – have been selected. 
Finally, Section 3.5 presents the conclusions of this chapter by summarising the 
rationale for choosing this particular form of comedy and Eddie Izzard as its proposer. 
Furthermore, an attempt to identify a dominant translation strategy in the Italian 
subtitles (e.g. source-oriented vs target-oriented) – or possibly a combination of two or 
more – is undertaken in this section. Indeed, different translation approaches may have 
different effects on the participants’ viewing experience.  
3.2 Eddie Izzard’s Humour: The Media Reception and His Own 
Perception 
Eddie Izzard is an English comic whose first main stand-up comedy UK tour dates back 
to 1993, with the Live at the Ambassadors, in London. Since then, he exported his 
following eight shows in English to many countries all over the world, such as Ireland, 
Iceland, Netherlands, Denmark, Sweden, USA, France, Canada, Australia, New 
Zealand, Norway, Belgium, South Africa, Russia, Estonia, Latvia, Croatia, Austria, 
Turkey, Germany and Romania4. He achieved international fame and, due to his 
distinctive and unique look, he became worldwide known as a ‘straight action-executive 
transvestite’ – as he defines himself in an interview (Yuan 2010). Moreover, in recent 
years he has started performing in German, French and Spanish5. 
In terms of media reception, it is worth highlighting that the Encyclopaedia 
Britannica Online mentions Eddie Izzard in the article on ‘Stand-up Comedy’ (Zoglin 
n.d.) and points out that his ‘flamboyant free-form stand-up made him one of the few 
British comedians whose work translated successfully in the United States’. The main 
aspects that characterise his repertoire are regularly picked up in the press, including in 
North American newspapers and magazine reviews; among these, Johnston (2014) 
underlines factors such as ‘historical references and lightning-fast wordplay’ as well as 
‘pure absurdity’, in her article titled Izzard’s the Surreal Deal. Similarly, Biese (2014) 
                                                
4 http://eddieizzard.com/standup 
5 http://eddieizzard.com/standup (News Archive, 23 May 2016) 
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writes about ‘his own incredibly humorous, slightly surreal interpretations of events 
from across the expanse of human history’.  
As far as Italy is concerned, the media reception of the English comedian 
mainly emerges from a small number of amateur blogs, and only one article was found 
among all the main Italian newspapers. This article, from La Stampa, consists of a brief 
review of Eddie Izzard’s show Force Majeure, performed in Berlin in April 2013 
(Connolly 2013). Elsewhere, in the newspaper Il Giornale, the name of Eddie Izzard 
appears together with that of several American comics, as a famous Italian comedian, 
called Daniele Luttazzi, allegedly plagiarised their material by simply translating – and, 
in some cases, slightly changing – their jokes (Lussana 2010). As far as Eddie Izzard is 
concerned, Luttazzi supposedly copied the sketch where he suggests that dinosaurs 
materialised on Earth after God created opium and took some of it. 
Regarding Eddie Izzard’s style, the comedian himself states that his love for 
Monty Python had an impact on his ‘intelligent but silly attitude on all subjects’ (Biese 
2014). In particular, during an interview, he illustrates his humour as follows: ‘I think my 
comedy is rather Pythonesque, it’s surreal, it’s kind of beguiling. The fans become 
really into it, like I was really into Python’ (Jenson 2014).  
Furthermore, it is interesting to note that Eddie Izzard himself is fully aware of 
the concept of reception and of his audience, and that his objective is to ‘make bridges 
around the world’, as he states in an interview (Jenson 2014). This stance is confirmed 
by the comedian on another occasion (Trickey 2014), when he explains that different 
audiences – such as American, British, Russian, Turkish and German ones – manifest 
strong appreciation for his humour. Indeed, according to him, although every country 
has comedians who make references to their own culture, he ‘make[s] sure [his] stuff is 
universal’ (ibid.). From the same interview, we can also see that Eddie Izzard has a 
very clear picture of his ideal audience, as he says:  
My audience is a kind of open-minded, progressive — they have been students, they 
will be students — that’s the people who get it. They get it in every country. They get it 
in Moscow. They get it in Berlin. They get it in German, or in English or in French or in 
Spanish. It’s the same around the world, which is a great thing to know. We are all the 
same (ibid.). 
As regards the transposition of his repertoire into other languages, when asked 
whether he also translates humour whenever he prepares his performances into 
German, French and Spanish, he answers as follows: 
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My theory is that all humor is human. Monty Python has already proved this [with their 
all-German special], and The Simpsons has already proved this. All around the world 
people may dub The Simpsons, but they’re still using the same story, they’re still doing 
the same jokes. References are the things that don’t travel. So I stopped using very 
British references about 15 years ago, and started making the whole show universal 
(Jenson 2014). 
A few words need to be spent on the last sentence of the quote reported above as that 
statement, together with a similar one cited in the previous page, is arguable and not 
entirely accurate, if we consider the contents of the comedian’s routines up until 
Stripped (2008). 
In a study carried out by Friedman (2011: 13) in the UK, the data revealed a 
percentage of appreciation of Eddie Izzard’s humour that is proportionate to the cultural 
capital background of the respondents. Indeed, 58% (163) of the participants with a 
‘Low Cultural Capital’ background, 72% (193) of those with a ‘Mixed Cultural Capital’ 
background, and 77% (270) of those with a ‘High Cultural Capital’ background like 
Eddie Izzard. Similarly, the percentages of those who dislike this comedian are 
respectively 15% (42) for the LCC respondents, 9% (24) for the MCC respondents and 
5% (18) for the HCC respondents. In the same work, among the other comics, 
Friedman (ibid.: 38) describes Eddie Izzard as ‘an English stand-up comedian known 
for his cross-dressing on-stage appearance and surreal and whimsical style’. 
Eddie Izzard aims to stimulate mind and imagination of his audiences, which 
helps him to constantly increase their level of engagement with the show. As 
underscored by Glick (2007), the English comedian often relies upon fictional dialogues 
in which different overlapping voices participate. The scholar draws upon Bakhtin 
(1986) to apply the idea of ‘chronotope’ to stand-up comedy humour – chronotopes can 
be defined as ‘narrative spatio-temporal frames’ (Glick 2007: 291). In particular, the 
paper observes the chronotopes created by the English comic when his humour is 
based on historical events related to colonialism, such as those involving Britain and 
India, and the Pilgrims (i.e. the Americans) and the Native Americans. In this specific 
case – as in any other where history is involved – Eddie Izzard addresses historical 
and political topics by enacting ‘a dialogic form that creates an imaginary historical real-
time “peopled” by fictionalized national entities in conversation with each other’ (ibid.). 
Nevertheless, this unique feature of Eddie Izzard’s style regularly recurs also in 
sketches that do not focus on history or politics, as confirmed by the clip selected from 
Circle for this research (see Appendix 4.2 for the scripts). 
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3.2.1 A note on Italian humour 
As is clear from this chapter, Eddie Izzard’s comedic style is described in numerous 
sources dealing with British humour and/or stand-up comedy, comprising both 
publications for academic audiences (books, papers, MA or PhD dissertations) and for 
the general public (reviews, magazine articles, and interviews to the comedian). There 
are recurrent points in common that facilitate the description of his type of humour 
through a form of consensus that enabled me to identify current perceptions of his 
humour, in relation to both its specificity and its connection with the British tradition. 
The same thing cannot be said about contemporary Italian humour and 
comedians. If one were to expect them to be depicted in just as much detail as their 
British counterparts, one would remain surprised by the scarcity or the vagueness of 
resources on this topic. Thus, highlighting similarities or dissimilarities that exist 
between British and Italian humour risks becoming a matter of subjectivity, which 
needed to be avoided especially when the questionnaire data are under analysis. 
Indeed, one of the questions that the participants to the study are asked is about the 
extent to which they find each clip different from Italian humour on a linguistic, thematic 
and visual level. By searching Google Books and Google Scholars, as well as the 
British Library and the Italian OPAC SBN6 catalogues, we immediately notice the 
scarcity of literature on “stand-up comedy in Italia”, “comicità italiana”, “comici italiani” 
or “umorismo italiano”, if compared to what occurs when the same subjects are looked 
up in English and about the British culture (or the other Anglophone ones). To be 
precise, as far as the results are concerned, it can be said that: a) most publications 
are anachronistic, going from the Latin comedy and satire classics to the “Commedia 
all’Italiana”, and not pertinent to this research project; b) the few more contemporary 
works do not concentrate on stand-up comedy in Italy and its performers, as these are 
mainly mentioned en passant therein. Albeit generic, the predominant reason for such 
a simple search was to elicit the different features that characterise humour – and 
stand-up comedy, in particular – in the two cultures. The discovery triggered two main 
observations concerning the aforesaid topics. Firstly, the scarcity of literature may 
explain why none of the existing publications on the translation of humour involving the 
Italian and the English language and culture devote a section to the discussion of 
Italian humour and its main traits. Secondly, this may be an eloquent sign of the fact 
that, although Italy does have some examples of stand-up comedians (Altini 2015: 41 
                                                
6 Online Public Access Catalog of the ‘Servizio Bibliotecario Nazionale’, i.e. the Italian national 
library service. 
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mentions Beppe Grillo and ‘one-man show’ figures such as Rosario Fiorello, Giorgio 
Panariello and Enrico Brignano) and comedy programmes such as Zelig, Colorado and 
Stand-Up Comedy7 (Altini 2015: 42; La Porta 2016: 93), the genre of stand-up comedy 
is not as traditional and culturally-rooted in the Italian comedy scenario as it is in Great 
Britain.  
One of the most significant contributions found on the subject treated in this 
section comes from Consigli (1988), who starts his chapter on Humor in Italy saying 
that ‘a full study on Italian humour is also in many ways a study on the Italian way of 
life’ (ibid.: 133). It needs to be stressed that, although his work dates back to the late 
1980s and thus makes reference to the Italian comedy scene until then, it is still 
pertinent to the present study and the sample of participants involved in it. Indeed, as it 
will become clearer as this section progresses, Italians are still familiar with the work of 
comics who were active until that time, as their sketches or films continue to be 
broadcast on television. Consigli (ibid.: 134) points out something that is highly 
meaningful for this research project, as he describes Italy as a country that has 
traditionally had two souls, both of which have ‘strong subconscious roots’. These two 
souls are the pagan, unrepressed and hedonistic one, which descends from Ancient 
Rome, and the Catholic one, which he portrays as ‘a moralizer and a disciplinarian and 
is rather inhibited’. The latter is strictly related to the Church, which ‘has in the past 
considered the subject of unbridled humor as unfitting and amoral’ (ibid.). On the 
contrary, if we turn our eyes to Great Britain, as Palmer (1988: 87) puts it in the chapter 
devoted to humour in his country in the same volume, ‘the fact that we are largely a 
secular nation means that religious humor is not controversial in the way it would be in 
a fundamentally nonsecular society’.   
Moving to the (few) more recent publications found, when talking about Italian 
humour – not precisely stand-up comedy – Altini (2015: 40-41) draws a line between 
comicità and satire. The latter normally targets politics and, among the performers of 
this style, she lists Maurizio Crozza, Serena Dandini, Sabina Guzzanti, Corrado 
Guzzanti, Neri Marcorè and Paolo Albanese. On the more popular side, she mentions 
shows such as Zelig and Colorado Café, Checco Zalone and the traditional series of 
comedy films released every year for Christmas starring Christian De Sica and/or 
Massimo Boldi (the so-called cinepanettone format, which is also discussed in O’Leary 
2014).  
                                                
7 Zelig and Colorado are on Italian commercial TV channels of the Mediaset network, whereas 
Stand-Up Comedy is on Sky Comedy Central. 
 
 
59 
As for the current stand-up comedy scene in Italy, La Porta (2016) depicts it by 
referring to the programme Stand-Up Comedy. The show features few young 
performers who are mainly in their early twenties, and whom he openly defines as ‘all 
very incorrect, splatter, blasphemous, exaggerated, pornographic, purposely trivial’ 
(ibid.: 92, my translation). According to La Porta (ibid.: 93), these comics are different 
from traditional cabarettisti, from more conventional Italian comedians such as Enrico 
Brignano and the Zelig performers, and from those who cleverly use(d) their humour to 
target Italian political parties. He argues that the main trait of these new comedians is 
the use of a very strong and obscene language, whereas ‘cultural satire’ should be 
characterised by high-quality style, an analytical way of reasoning, the ability to 
address different themes, and a perspective on things that detaches from the current 
‘aggressive triviality’ – however, these aspects are undermined by mass culture (ibid.: 
95-96). In order to further mark how dissimilar new comics are from their predecessors, 
he also states that their monologues do not feature the clever observations and the 
lexical elegance which can be found, for example, in those by Walter Chiari, in the 
1960s (ibid.: 92-93).  
It is in monologues that Prandstraller (2010: 142) sees something that only very 
few ‘comic personalities’ can deliver successfully; indeed, in contemporary Italian 
theatre and TV comedy shows, a monologue is what reveals the performing skills, the 
unique attributes and the genius of a comedian. Besides the ability to deliver a quality 
monologue, Prandstraller (ibid.: 143) identifies another crucial aspect in the choice of 
topics, on which a good comic would also be able to improvise and which should be 
dealt with in a way that triggers the audience’s astonishment, as it is the very 
unexpectedness of this that will make them laugh. These are traits that Prandstraller 
recognises in Italian contemporary comedians such as Corrado Guzzanti, Neri 
Marcorè, Rosario Fiorello, Serena Dandini, Anna Marchesini and Luciana Littizzetto 
(ibid.: 146-152), most of whom are no longer regularly active. These comedians were 
born in the 1960s and became famous in the 1990s, and they differentiated themselves 
from predecessors such as Totò, Macario, Alberto Sordi, Walter Chiari and Gino 
Bramieri, and from their spontaneous comicality made of gags, jokes, puns, slapstick, 
wordplay and double entendres (ibid.: 144). Theirs is a more intellectual way of being 
humorous and their main means is satire, which they use to unveil all the lies and the 
weak points of society (ibid.: 145-146).  
On a nostalgic note, Righetti (2014: online) writes about the ‘refined comicità of 
Raimondo Vianello’ – who was active from 1947 to 2008. According to the author, 
nowadays Italian humour has reached the lowest possible level due to the overall lack 
of solid cultural knowledge and creativity, as today’s comics rely upon trivial subjects, 
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hackneyed expressions, and vulgar language and themes, besides resorting to a 
grammatically broken Italian. 
Interestingly, in a book on how to prepare a comedy routine, Fois and Sorge 
(2008: 74-83) make a list of Italian performers who fall within the categories of parody 
and impression, satire, nonsense (including the surrealistic type), wordplay, and punch 
line. This is some evidence that in Italy there are comics whose style is not dissimilar 
from Eddie Izzard’s – and, again, they are all born before the 1980s. On the other 
hand, it can be argued that these figures cannot be defined necessarily as stand-up 
comedians and – even for those who could be, based on some of their performances – 
this genre does not have the same relevance in Italy as it does in the United Kingdom 
or in Anglophone countries. 
Finally, it is interesting to report what has been written in a few recent magazine 
articles found online that are pertinent to the topic of stand-up comedy in Italy. Some of 
them have a positive view of this matter, whereas some others have a more negative – 
or, perhaps, simply more realistic – opinion. It may be wise to review these materials 
chronologically, even though this does not imply that the latest one is to be considered 
as indicative of the status quo. Starting with Squillaci’s 2012 article, he talks about 
Italian comicità as something that has traditionally made Italians laugh ‘with their belly 
more than with their head’, due to the use of low registers and imitative styles mainly 
involving the body language, as well as heavy scornful jokes. This began to change 
thanks to foreign influences and Italian personalities such as Achille Campanari, 
Stefano Benni and Marcelo Marchesi, who promoted a ‘more intelligent’ laughter. 
According to Squillaci (ibid.), contemporary comedians combine together dry humour 
(the so-called freddure), the British type of underplayed humour, purely contempt-
oriented satire, the ‘one-man show’ idea with its long series of witty remarks, caricature 
and grotesque, and the way of talking and laughing about something that is typical of 
young people (which in their jargon is called cazzeggio). Furthermore, Squillaci (ibid.) 
argues that contemporary comedians’ main tool is the joke, which could be used to 
enlighten the audience’s mind on reality and, however, never has much depth, almost 
as if that may not suit a country like Italy and Italians’ rather carefree approach to life.  
Moving ahead, we find another article criticising the contemporary situation in 
Italy, as far as the stand-up comedy scene is concerned. In 2013, Monforte wrote about 
the first Italian experiment of comicità pensata (‘thought comicality’), which represents 
a great challenge in a country where, in his opinion, people do not necessarily know 
what stand-up comedy is. What they are familiar with, instead, is ‘cabaret’, thanks to 
TV programmes such as Zelig and Made in Sud. However, he draws a line between 
these two genres depending on their purpose, as stand-up comedy tends to make the 
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audience reflect on what is said during a show, whereas cabaret is designed to simply 
entertain its recipients and make them ‘laugh without thinking’ (ibid.). According to 
Monforte, forms of easy entertainment are so dominant in Italy that stand-up comedy 
almost does not exist or very few people promote it. Among them, an experiment called 
Umore Maligno Stand Up started as part of a larger project that aims to import this 
genre in Italy. Nonetheless, the author of the article stresses that, although the attempt 
has been successful so far, the fact that Italian audiences are not used to this type of 
humour represents a major obstacle. 
In 2014, things seem to have slightly changed, as an article by Menichella 
appears to suggest with a title that, translated into English, reads ‘Stand-Up Comedy: 
Italians do it too, and they do it well’. He recognises that, overall, the Italian humour 
available on Italian television is ‘flat and repetitive’, and the audiences are like laughing 
zombies (ibid.). Nonetheless, Menichella sees a ray of hope in a café in Rome where 
three comedians perform stand-up shows drawing upon the British and the American 
venues that are famous for this genre. One of them, Edoardo Ferrario, explains in an 
interview reported within Menichella’s article (2014) that he finds it hard to laugh at the 
type of Italian humour available on television due to the themes being predictable and 
not engaging. Ferrario also adds that, based on his live experience, Italians do 
manifest some interest in and enjoy the genre of stand-up comedy, the new topics 
treated and how these are addressed. As far as television is concerned instead, he 
states that it is almost as if there are taboo subjects that cannot be discussed and 
routines that could be too complicated for the audience. Both Menichella and Ferrario 
agree on the fact that stand-up comedy is not very well-known as a genre in Italy, as it 
belongs more to the Anglophone tradition. In particular, the former sees in the Italian 
way of doing stand-up comedy – i.e. by drawing upon personal life experiences as well 
as on foreign figures such as Bill Hicks, George Carlin, Emo Philips and Stewart Lee 
(as Ferrario does) – something that would feed the audience’s mind better than the 
current ‘TV sick’ (ibid.). 
To close this section, an even more recent article, written by Giuffrida in March 
2016, needs to be mentioned. She talks about how a group of four foreign people living 
in Italy and an Italian (Francesco De Carlo, who is one of the three comedians working 
with Ferrario – see Menichella 2014 above) have brought stand-up comedy to Rome 
and, precisely, to the Comedy Club. This was founded by Marsha De Salvatore, a half-
Italian half-American comic whose objective was to give Rome an English stand-up 
comedy scene. According to De Salvatore, whose answers to the interview are 
reported in Giuffrida’s article (2016), ‘Italian humour brings in a lot of slapstick and irony 
to being Italian, whereas British comedy is dry and sometimes surreal’, and she 
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concedes that ‘comedy is cultural but people are curious to know and try different 
styles’. This curiosity seems to be emerging in Italy, where people are starting to watch 
performances such as Eddie Izzard’s and Chris Rock’s thanks to the arrival of Comedy 
Central on Sky Italia, according to De Salvatore. She also distinguishes cabaret, which 
is a genre that Italians are traditionally familiar with, from stand-up comedy, which, as 
Giuffrida (ibid.) writes to sum up the comedian’s opinion, ‘has a long heritage in the UK 
and US’ and ‘is becoming more of a trend in Italy’. In this context, the author of the 
article sees De Salvatore’s work as something positive and ‘a refreshing change from 
the slapstick humour that dominates Italian comedy, usually involving men falling over 
scantily-clad women akin to the late British comic, Benny Hill, who Italians loved’ (ibid.). 
3.3 The Shows and the Selected Clips 
The very first stage of this research consisted of the selection of the sketches to be 
used for the study. For this reason, all of Eddie Izzard’s DVDs which are on the market 
– and include Italian subtitles – have been watched with the intention of shortlisting 
those that are more interesting from a linguistic and cultural point of view. This process 
was made easier by the passion that I have always had for Eddie Izzard’s comedy, a 
passion that gradually turned into academic interest. This happened when, as a 
translator and a linguist, I started focusing on all the unique characteristics that make 
his comedy very difficult to translate into Italian, such as the way in which he uses 
language, enacts surreal scenes on stage, covers topics such as religion and history, 
and resorts to many cultural references for humorous purposes. Despite the large 
number of shows and, thus, sketches that were relevant to the research, the choice 
had to fall on a very limited part of them, which would not exceed a total duration of 20 
minutes. This length was calculated by considering the time frame that would be 
necessary to explain the study to each participant and go through the written consent 
form, calibrate the eye-tracker, play the videos, and have the questionnaire filled in. In 
this way, it would take approximately 30 minutes to carry out the experiment with every 
participant. After the initial step outlined above, the following three shows were 
selected: Dress to Kill (1998), Circle (2000) and Stripped (2008).  
3.3.1 Dress to Kill 
Dress to Kill was filmed in San Francisco, at the Cable Car and Stage Door Theatre. 
Eddie Izzard’s attire for this show includes a ‘Chinese-style wraparound shirt, heels, 
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shiny trousers, blue nail varnish’8. A reviewer of The New York Times, Peter Marks 
(1998: 256), underscores that ‘Eddie Izzard is not your ordinary topic-surfing comic in 
black vinyl pants and Chinese housecoat’, and that he is ‘adept at creating little worlds 
in instant one-man plays’. In particular, Marks describes the comedian as ‘[a] human 
search engine with a bottomless bag of tricks’ (ibid.).  
Indeed, the contents of this performance touch upon many different subjects 
starting with an illustration of several types of transvestites, how the Pilgrim Fathers 
treated the Native Americans, and how Britain relates to the European Union. Then the 
attention turns to religion with a description of the Druids and how Stonehenge was 
built, and how the Church of England was born and how it is nowadays. After a short 
parenthesis on Scooby Doo and Shaggy presented as heroes and archetypes, the 
comedian returns to religion by detailing how the Christian festivities of Easter and 
Christmas are linked to pagan rituals. Finally, he deals with the differences between the 
US and Britain in terms of national anthems, films and language pronunciation. Other 
themes addressed are Britain’s occupation of India, the British Royal Family and the 
negative outcome of cousin marriage, the Last Supper painting, the Heimlich 
manoeuvre, Kennedy’s ‘Ich Bin Ein Berliner’ speech, the Apollo 11 mission, and the 
negative sides of puberty. 
As regards the sketch taken from Dress to Kill (00:17:45 – 00:27:209), it mainly 
focuses on colonialism, empires and World War II. Dictators such as Hitler, Stalin and 
Pol Pot are mentioned, and the situation in which some countries such as Britain, 
France and Italy were during World War II is described. To be precise, the rising of 
Fascism in Italy is portrayed as an event on which all Italians agreed without any 
problem, as they enjoyed football, life and going on scooters with no helmet on, with 
their happy-go-lucky attitude. 
Despite the variety of topics and the depth of some of them – for which even 
figures are provided – ‘Izzard’s best comedy is smart but not cerebral. He’s got a perky, 
dazed attitude, not a philosophy’ (Winn 1998). According to Jeremy Kleinman’s (2003) 
review and interview with the comic on this show, ‘[p]eople unfamiliar with Eddie 
Izzard’s material will be surprised and impressed how simultaneously funny and 
intelligent Eddie Izzard is’. Moreover, when the interviewer points out that the comedian 
tends to ‘avoid the lowest common denominator’ in his performance and asks whether 
he thinks that some people may not follow him, as he discusses religion and history to 
a great extent, Eddie Izzard answers as follows:  
                                                
8 http://eddieizzard.com/standup 
9 Cut to 6’35’’ for the pilot study and then to 5’46’’ for the final study (see Section 5.4). 
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Hopefully, if I’m leaving dickheads behind in the dust then it’s probably a good thing. [...] 
I assume the intelligence of the audience, and that is the inverse of dumming down. I 
think it’s a healthy thing to do and people play catch-up asking their friend – ‘What does 
that mean? What’s that a reference to?’ (ibid.) 
Finally, another reviewer (Robins 1998) states that ‘you don’t have to be British or 
famous or cross-dress to enjoy the pure literacy of Izzard’s two hours fretting about the 
stage’. 
3.3.2 Circle  
Circle was filmed in New York, at the Town Hall. For this show, Eddie Izzard wears a 
‘[t]ight shiny black shirt, leather trousers, high-heeled boots, yellow nail varnish’10. In 
The New York Times review (Van Gelder 2000), the comedian is defined as ‘a walking 
Britannica’ as ‘he explains everything’.  
The variety of subjects covered starts with the difference between how ‘bastard’ 
is pronounced in Southern and Northern England, and then continues with a discussion 
of Jerusalem as a sacred city for three different religions. Subsequently, the topic of 
guns with regard to both America and the IRA is expounded, followed by an illustration 
of the Crusades and a scene where Jesus has to deal with the dinosaurs. The 
comedian then jumps to physics by talking about the universe, the Big Bang and Chaos 
theory, until he moves to the mad cow disease in Europe. Moreover, he focuses on 
Socrates and Aristotle, as well as on the Greek Olympics, and he suggests introducing 
the British Olympics, where the politest participants win. His humour also targets the 
Romans, the Dark Ages, and some of the most famous English kings, as well figures 
and themes such as Galileo, Michelangelo, Raphael, Da Vinci’s non-working 
helicopter, and Venn diagrams, ending with a scene set in the Death Star Canteen.  
As for the clip taken from Circle (00:03:49 – 00:06:0811), it is composed of two 
parts which both centre on religion. In the first one, Eddie Izzard speaks about the 
popes and depicts this important figure of the Catholic Church as a superhero named 
Popeman, who is on a mission to chastise sinners with the help of Altar Boy. The 
second part concentrates on Jesus’s second coming to Earth – the first time was when 
the planet was inhabited by dinosaurs only – and, according to Eddie Izzard’s report, 
Jesus even smoked some marijuana on that occasion. In this sketch, the moment of 
the Last Supper is described with a dialogue between Jesus and God. 
                                                
10 http://eddieizzard.com/standup 
11 Cut to 6’25’’ for the pilot study – no further editing was made to the clip for the final study. 
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Geoffrey Kleinman (2003), who met Eddie Izzard for an interview on this 
performance, states that he ‘is probably the most inventive and creative comic out 
there today. His fly-by-the-seat-of-your-pants style of comedy is electric, entertaining 
and often enlightening’. From the interview, it emerges that the Americans positively 
responded even to a specific part of the show that would not easily translate, as it was 
strictly related to something set in the United Kingdom. In this regard, Eddie Izzard 
stresses that the key is to provide the audience with the relevant context and make the 
cultural reference explicit, so that it becomes universal and the recipients can picture 
the situation. Moreover, when asked whether there are any taboo topics or everything 
is ‘fair game’, Eddie Izzard answers that ‘you can talk about any subject’ and that it 
depends on how it is done (ibid.). For example, he would never say that he finds 
people who die funny and he adds the following words: ‘even religion I don’t see as a 
comedy subject but I would like to try to get over a point’ (ibid.). He also states that 
there is always something that we can learn when addressing themes such as history 
or religion, and that ‘[y]ou get the humor out the way we look at things’ (ibid.). 
3.3.3 Stripped 
Stripped was filmed at the Lyrics Theatre, in London. Eddie Izzard’s outfit on this 
occasion is composed of a ‘tailcoat, shirt, jeans, clear nail varnish’12. As O’Hagan 
(2008) highlights in his review for The Independent, ‘the supreme exponent of mind-
expanding nonsense [...] takes his audience on an unforgettable journey’ with this 
show, and ‘with Izzard there are no jokes and no punch lines, just a stream-of-
consciousness monologue in which he applies a child’s logic to some of mankind’s 
biggest, and smallest, questions’. Similarly, Logan (2008) writes for The Guardian that 
this performance is ‘fabulously polymathic: not many comedy shows reference the 
battle of Thermopylae’ and that what characterises it most is ‘Izzard’s gift for absurd 
roleplay’.  
The show opens with the comedian stating that his humour is for audiences 
who think out of the box. Then he discusses the use of Wikipedia as well as the terms 
and conditions of iTunes, and he describes the first Homo Erectus and the beginning of 
the Stone Age. Moreover, he illustrates how weavers were working as war 
correspondents by making tapestry, and he talks about feral cows driving and 
exceeding the speed limit, and giraffes using the British method of coughing to point 
out alarming things. Besides the impossibility of Noah’s arc and the difficulty of reading 
                                                
12 http://eddieizzard.com/standup 
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the news in hieroglyphics in Ancient Egypt, the comedian covers other topics such as 
Greeks, Spartans, Persians and Romans, as well as the practicality of English 
compared to Latin to report news such as Hannibal’s coming. Finally, the 
disappearance of the English pronoun ‘thou’ is dealt with, followed by Darwin’s 
evolution theory, the creation of the world by God, the Ten Commandments, as well as 
America vs Russia in the space race. 
As regards the clip selected from Stripped (00:14:35 – 00:22:1413), it consists of 
an argument in favour of science and evolutionism, and against religion and 
creationism. Several facts are adduced by Eddie Izzard to support such argument and 
prove God’s non-existence, after stating that he went from being agnostic to being an 
atheist. He underlines the different opinions existing with respect to the age of the 
world, depending on whether one is religious or not. Moreover, he explains that if God 
existed, he would have ‘flicked Hitler’s head off’, and there would have already been 
churches when dinosaurs were on the Earth – and these creatures would have been 
able to go to mass, read, sing, and even compose poems. 
As Spencer (2008) writes for The Telegraph, ‘[f]or more than two delirious hours 
Izzard invites his audience to inhabit the inside of his own weird and endlessly 
inventive brain. It’s a wonderful place to be and left me physically helpless with 
laughter’. In particular, the performance is referred to as ‘hilarious and hypnotic’ 
(O’Keeffe 2008), or as ‘a surreal spell’ thanks to the comedian’s ‘extraordinary flights of 
imagination’ (Spencer 2008). It is significant to note that most English newspapers 
show a positive reception. For instance, as O’Keeffe (2008) puts it, ‘while irreverent, 
the show is never tetchy or offensive’. As regards the way in which Eddie Izzard 
discusses religion, O’Hagan (2008) states that although ‘much of Stripped comprised a 
debunking of religion’, it does not present any ‘aggressive intent’. Similarly, Logan 
(2008) remarks that ‘there’s nothing snide in Izzard’s God-bashing. He’s right, but he 
has the good grace not to rub it in’. The only negative comment can be found in a BBC 
Newsbeat article, where Brownstone (2008) affirms that, ‘although it was top class 
comedy, it felt a bit like it had been written for an American audience, and then 
modified for the UK shows, rather than the other way round’. 
                                                
13 For the pilot study, the clip also included a sketch from 01:09:32 – 01:13:37 and its total 
duration was 6’42’’; the clip was then cut to 5’20’’ for the final study (see Section 5.4). 
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3.4 A Comparative Analysis of English Audio Scripts and 
Italian Subtitles 
Having introduced the comedian, the three shows selected as the object of this study 
and the sketches extracted from them, the chapter can now move to a comparative 
analysis between the original audio scripts and the Italian subtitles. This aims to 
highlight the most emblematic jokes, puns and cultural references – and, in general, 
some of the most challenging elements – and observe how they were handled and 
rendered in Italian. This section deals with the different categories of tools used to 
create a humorous effect and it presents them in a high-to-low occurrence order; this 
means that the most frequent comic elements are the first ones to be examined. 
Moreover, the examples are illustrated based on the chronological order of the shows 
from which they are taken; therefore, those belonging to Dress to Kill (1998) are 
explored first, followed by those that are part of Circle (2000) and then Stripped (2008). 
3.4.1 Cultural references 
Eddie Izzard’s humour is often built upon cultural references (for an extensive 
discussion, see Pedersen 2011), which are frequently used in the sketches that focus 
on history. For instance, Dress to Kill presents a reference to the rise of Fascism in 
Italy, which, according to Eddie Izzard, happened in a very smooth way, with the 
Italians agreeing on Mussolini’s decision almost with indifference, while enjoying life as 
films like Roman Holiday (1953, William Wyler) depict it. In this regard, it is interesting 
to observe how the sample of participants responds to this description that consists of 
a contradiction between the authoritative and totalitarian nature of Fascism and Eddie 
Izzard’s idea of a very relaxed reaction shown by the Italians. Moreover, there is an 
over-adaptation of the original when, in the sentence ‘they’re into football and life’, ‘life’ 
is translated as dolce vita (‘sweet life’), which stands for the life style that mainly 
characterised the 50s and the 60s in Italy and, especially, in Rome: 
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Italy invented Fascism in 1922.  L’Italia inventò il fascismo 
nel 1922. 
00:26:23.647 -> 00:26:25.922 = 00:00:02.275 
Mussolini said, ‘We’re all Fascists.’ Mussolini disse: 
“Siamo tutti fascisti”. 
00:26:25.967 -> 00:26:28.527 = 00:00:02.560 
But most Italian people are always on 
scooters going, ‘Ciao.’ 
Ma la gran parte degli italiani 
gira in scooter e fa: “ciao”. 
00:26:28.567 -> 00:26:32.799 = 00:00:04.232 
They’re into football and life and they’re not 
Fascists. 
Adorano il calcio e la dolce vita 
e non sono fascisti. 
00:26:35.287 -> 00:26:38.597 = 00:00:03.310 
‘We’re all Fascists.’ 
‘All right. Ciao.’ 
“Siamo tutti fascisti.” 
“Ok. Ciao.” 
00:26:38.647 -> 00:26:42.481 = 00:00:03.834 
No helmet on. Senza casco. 
00:26:42.527 -> 00:26:44.518 = 00:00:01.991 
All those 50’s films like Roman Holiday, it’s 
like that.  
È come nei film 
degli anni ‘50: “Vacanze romane”. 
00:26:45.607 -> 00:26:47.598 = 00:00:01.991 
Everyone’s cool. Sono tutti trendy e se la spassano. 
00:26:47.647 -> 00:26:49.399 = 00:00:01.752 
BT: Italy invented Fascism in 1922. / Mussolini said: “We are all fascists”. / But most Italians 
go around on scooters and say: “ciao”. / They love football and sweet life and they are 
not fascists. / “We are all fascists.” “Ok. Ciao.” / No helmet. / It’s like in the films of the 
‘50s: “Roman Holiday.” / They are all trendy and enjoy themselves. 
 
Example 1. BT: back translation. 
Moving to another cultural reference, Example 2 represents an interesting case as it 
centres on a specific geopolitical situation, and the punch line may not be understood 
by Italian viewers – to be precise, the subtitles present a literal translation. The 
reference is to the Falkland Islands, which are located in the South Atlantic Ocean, 
near Patagonia, and the related 1980s war. The historical events that characterised 
this archipelago date back to the 17th century, when several European expeditions 
landed there and started to claim the islands for their own country. One of these 
expeditions came from Britain and was led by Captain John Byron, but it was in 1833 
that, after many years of controversy, the British rule was re-established in the Falkland 
Islands and continued over time until 1982, when Argentina invaded the islands to 
claim sovereignty and Britain managed to win the war: 
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- Falkland Islands. 
- Oh, we need the Falkland Islands... 
“Le isole Falkland.” 
“Oh, quelle ci servono 
00:27:11.887 -> 00:27:15.197 = 00:00:03.310 
For strategic sheep purposes. “per scopi strategici 
con le pecore.” 
00:27:15.247 -> 00:27:17.556 = 00:00:02:309 
BT: “The Falkland Islands.” “Oh, we need those / for strategic purposes with sheep”. 
Example 2 
Overall, Eddie Izzard’s cultural references are related to many different fields, as the 
following cases confirm. The first one focuses on Risk, a strategy board game where 
every player’s aim is to conquer the world using some dice, cards and army units. In 
particular, the comedian explains that Hitler did not know how to invade Russia 
because he had never played this game as a child. In the Italian subtitles, everything is 
translated accurately; however, the success or the failure of this joke depends on the 
background knowledge of each participant (see 2.2, p. 32), as some people may have 
never heard of Risk before and/or of how it works: 
 
Hitler never played Risk when he was a kid. Hitler non ha mai giocato a Risiko 
da bambino. 
00:18:21.327 -> 00:18:24.239 = 00:00:02.912 
In Risk, you could never hold on to Asia. Perché a Risiko 
non potevi mai mantenere l’Asia. 
00:18:26.087 -> 00:18:28.317 = 00:00:02.230 
That Asian-Eastern European area, you 
could never hold it. 
Questa zona asiatica dell’Europa 
dell’Est non si poteva controllare. 
00:18:28.367 -> 00:18:32.155 = 00:00:03.788 
Seven extra men in every go but you couldn’t 
fucking hold it. 
Aggiungevi altri sette uomini a ogni 
turno, ma non potevi controllarla. 
00:18:32.207 -> 00:18:36.564 = 00:00:04.357 
Australasia was the one. All the purples. L’Australasia era la scelta giusta. 
c’erano i viola ovunque. 
00:18:36.607 -> 00:18:39.917 = 00:00:03.310 
Get everyone on Papua New Guinea and just 
build up and up. 
Mandate tutti in Papua Nuova Guinea 
e concentrateci le forze. 
00:18:39.967 -> 00:18:43.880 = 00:00:03.913 
BT: Hitler never played Risk as a kid. / Because in Risk you could never keep Asia. / This 
Asian area of Eastern Europe could not be controlled. / You would add another seven 
men at each turn, but you could not control it. / Australasia was the right choice. The 
purples were everywhere. / Send everybody to Papua New Guinea and concentrate the 
forces there. 
 
Example 3 
In Dress to Kill we also find a cultural reference to two British products: an ice lolly 
called Orange Fruity and another one called Zoom. These are mentioned when Eddie 
Izzard enacts a scene in which Britain is striving to defend itself from Germany during 
World War II. In Italian, the reference to the Orange Fruities is adapted as general coni 
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alla crema (‘vanilla cones’); as for the Zooms, which appear twice in the same 
sentence, the reference is rendered by means of two different adaptations, which are 
[coni] alla frutta (‘fruit cones’) and then simply as frutta (‘fruit’): 
 
Orange Fruities and Zooms, throw the 
Zooms! 
“I coni alla crema e quelli 
alla frutta, lancia la frutta! 
00:23:44.607 -> 00:23:48.395 = 00:00:03.788 
BT: “The vanilla cones and the fruit ones, throw the fruit! 
Example 4 
Another instance is the reference to the film Apocalypse Now (1979), directed by 
Francis Ford Coppola and set in the years of the Vietnam War. When describing the 
moment in which the Americans intervened in World War II, Eddie Izzard pretends to 
be one of them and utters a tweaked version of the famous quotation ‘I like the smell of 
napalm in the morning’, which was one of Robert Duvall’s lines as Lt Colonel ‘Bill’ 
Kilgore (see Example 5). In Italian, there are two official translations for the dubbing of 
the original sentence: mi piace l’odore del napalm di mattina (1979) and mi piace 
l’odore del napalm al mattino (2001). From the table below, we can see that the Italian 
subtitle matches these two translations in terms of structure, whereas the last two 
words are slightly different but still recognisable as part of the famous quotation. Here 
the parallelism between the Vietnam War and World War II, and the role played by the 
Americans in both conflicts, can be grasped only by those who know this film and 
remember this particular sentence:  
  
I love the smell of Europe in the morning. 
How are you? 
“Mi piace il profumo dell’Europa, 
la mattina. Come va?” 
00:24:06.447 -> 00:24:11.885 = 00:00:05.438 
BT: “I like the smell of Europe, in the morning. How is it going?” 
Example 5 
Moving to the clip taken from Circle, Eddie Izzard makes reference to the Beatles when 
he speaks about the popes and points out that, starting with the pope that preceded the 
current one of the time (2000), their names had been John and then John Paul. This 
would suggest that the next pope would also take the names George and Ringo. As is 
clear from Example 6 below, the Italian subtitles keep the English names, which was 
deemed as the most appropriate way to maintain the comic element of the original in 
this case and, hopefully, obtain a positive response from the Italian viewers. Moreover, 
since the Beatles are well known in Italy, it is likely that the participants recognise the 
names of the four musicians and understand the quip. However, it is significant to note 
that popes are always known in Italy by their Italian name. Therefore, on the one hand, 
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the use of Italian names would hinder the success of the joke; on the other hand, 
referring to popes by their English name may cause the joke to lose its immediacy: 
 
Um, Pope John. There was Pope John, if you 
remember, now there’s Pope John-Paul. 
 
C’è stato Papa John, se ricordate. 
Adesso c’è Papa John Paul. 
00:03:58.433 -> 00:04:02.631 = 00:00:04.198 
Ah, the next Pope’s going to be Pope John-
Paul-George and... 
Il prossimo papa sarà 
Papa John Paul George. 
00:04:02.673 -> 00:04:05.824 = 00:00:03.151 
And we can see where they’re going. 
 
Possiamo capire dove vogliono arrivare. 
00:04:07.713 -> 00:04:10.591 = 00:00:02.878 
It’s that more populist edge, Pope John-Paul-
George and Ringo that’s going to take off. 
 
È il lato populistico, poi lanceranno 
Papa John Paul George Ringo. 
00:04:10.633 -> 00:04:15.184 = 00:00:04.551 
He’s going to have songs in the charts... Le sue canzoni 
entreranno nella hit parade... 
00:04:15.233 -> 00:04:17.508 = 00:00:02:275 
BT: There was Pope John, if you remember. Now there is Pope John Paul. / The next pope 
will be Pope John Paul George. / We can understand where they want to go. / It is the 
populist side, then they will launch Pope John Paul George Ringo. / His songs will enter 
the hit parade. 
 
Example 6 
The last few instances to be explored are taken from Stripped and they can be 
considered as intertextual references. For example, the following case centres on the 
first verse of the Gospel of John, which is reported below. In Italy, this sentence is well 
known to religious people – both practicing and not – as well as to most agnostics and 
atheists. For this reason, based on the context in which the sentence appears, most 
participants are very likely to realise that the Italian subtitle is not accurate, as the 
translator rendered ‘Word’ (Verbo) as ‘world’ (mondo), thus originating a mistake that is 
remarkably visible and perceivable: 
 
Right. Oh, ‘In the beginning was the Word.’ “In principio, c’era il mondo.” 
00:16:48.318 -> 00:16:50.513 = 00:00:02.195 
BT: “In the beginning, there was the world.” 
Example 7 
The same sketch presents two more intertextual references, which are both 
challenging in terms of translation, although in different ways. In order to grasp the 
humour of the first one, Italian recipients need to be familiar with British Romanticism 
and, precisely, with William Wordsworth and his famous poem I Wondered Lonely As a 
Cloud or Daffodils (1804). Here the comedian pretends to be a dinosaur that recites the 
first line of the poem, followed by the last words of the second line and then by a 
description of its typical day, which sounds everything but poetic. It is not clear whether 
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the translator recognised this literary reference, as it is difficult to understand from one 
line whether he/she opted for an official translation of the English poem; moreover, the 
term ‘vale’ is omitted from the subtitles: 
 
I wandered lonely as a cloud over hill and 
vale… 
 
“Vagavo solitario come una nuvola 
sulla collina. 
00:21:10.238 -> 00:21:12.957 = 00:00:02.719 
And I saw a small… And ate I him. “Ho visto un piccolo... E l’ho mangiato. 
00:21:14.598 -> 00:21:16.987 = 00:00:02.389 
And then I ate… And then I pooed him out. 
And that was nice. 
“Poi ho mangiato... E poi l’ho espulso 
con gli escrementi. È stato bello. 
00:21:19.158 -> 00:21:22.594 = 00:00:03.436 
BT: “I wondered lonely as a cloud on the hill. / “I saw a small one... And I ate it. / “Then I 
ate... And then I expelled it with excrements. It was beautiful.  
Example 8 
The second instance of intertextual reference consists of an Anglican hymn titled All 
Things Bright and Beautiful by Cecil Frances Alexander (1848). As in the previous 
case, the hymn is sung by a dinosaur during mass and all the lines are accurate, 
except for the last one, which Eddie Izzard changes completely so as to underline that 
God does not exist. Indeed, the lyrics of this hymn do not provide a truthful description 
of how the Earth was when only dinosaurs inhabited it. Since this hymn does not have 
an official Italian version, the humour of this joke will rely upon the Italians’ ability to 
understand the context and, above all, the final quip that contradicts the first three 
lines: 
 
All things bright and beautiful... Tutto ciò che è bello e luminoso 
00:21:49.478 -> 00:21:56.156 = 00:00:06.678 
All creatures great and small... Tutte le creature, grandi e piccole 
00:21:56.598 -> 00:22:01.592 = 00:00:04.494 
All things wise and wonderful... Tutto ciò che è saggio e meraviglioso 
00:22:03.278 -> 00:22:08.113 = 00:00:04:835 
They don’t live on the planet at the moment. Non vive al momento sul pianeta 
00:22:08.198 -> 00:22:12.874 = 00:00:04.676 
BT: All that is beautiful and bright / all the creatures, big and small / all that is wise and 
wonderful / does not live on the planet at the moment.  
Example 9 
3.4.2 Bad and strong language 
The second category to be analysed consists of bad language and strong language, 
which the OED respectively defines as ‘coarse or offensive expressions’ and ‘forceful 
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or offensive language, esp. used as an expression of anger or strong feeling’14. 
Although this category does not necessarily represent a typically comic element (for an 
extensive discussion, see Allan and Burridge 2006), it is often used by comedians to 
intensify their speech and mark their style and register. Moreover, it is interesting to 
examine how this type of language is rendered into Italian and, precisely, in subtitles, 
where it is normally avoided due to a stronger impact that it has in written language 
compared to when it appears in spoken language.  
The first example is taken from Dress to Kill and is represented by the use of 
the English expression ‘fuck all’, as Eddie Izzard believes that there are no reasons for 
which the Austro-Hungarian Empire can be considered as famous. Although there is an 
exact semantic and pragmatic Italian equivalent to the English expression, the subtitles 
present an inaccuracy as the translator opted for the idiom mandare a puttane, which 
stands for ‘to fuck something up’15. Therefore, on the one hand, the informal and vulgar 
register is maintained; on the other hand, the Italian solution could have been more 
accurate from a semantic point of view: 
 
And the Austro-Hungarian Empire, famous 
for fuck all! 
E quello austro-ungarico è famoso 
per aver mandato tutto a puttane! 
00:17:54.807 -> 00:17:59.198 = 00:00:04.391 
BT: And the Austro-Hungarian one is famous for screwing everything up! 
Example 10.  
In the same clip, there are a few other occurrences of strong language that are worth 
being scrutinised. Indeed, some of them show a different approach adopted by the 
translator. The first of the following examples is characterised by the use of maledetto 
to render ‘fucking [empire]’, although it is the equivalent of ‘damned’ in English and is 
not a vulgar word in Italian: 
 
                                                
14 http://www.oed.com/view/Entry/105582?redirectedFrom=bad+language#eid128327417 (see 
2a) 
15 https://premium-oxforddictionaries-com.libproxy.ucl.ac.uk/translate/italian-english/puttana 
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The Germans, very organized, always built 
an empire.  
I tedeschi, molto organizzati, 
hanno sempre costruito un impero. 
00:18:03.567 -> 00:18:07.242 = 00:00:03.675 
Very Prussian. Then they’d celebrate with a 
World War, 
Molto prussiano. L’hanno celebrato 
con la Seconda Guerra Mondiale, 
00:18:07.287 -> 00:18:11.041 = 00:00:03.754 
then lose the whole fucking empire by the 
end of the war. 
per poi perdere l’intero maledetto 
impero alla fine della guerra. 
00:18:11.087 -> 00:18:14.602 = 00:00:03.515 
BT: The Germans, very organised, have always built an empire. / They celebrated it with the 
Second World War / to then lose the entire damned empire at the end of the war.  
Example 11.  
Differently from the previous case, Example 12 presents a solution that does not 
completely soften the foul nature of the English word ‘fuckhead’; indeed, the term used 
in the subtitles can be considered as offensive (stronzo). However, it can be argued 
that the effect is not as strong as the original, as the translator did not opt for any of the 
most vulgar words that could be appropriate in this context as an equivalent of the 
English (e.g. testa di cazzo or coglione): 
 
And Hitler ended up in a ditch, covered in 
petrol, on fire. 
E Hitler finì in una trincea 
pieno di benzina, in fiamme. 
00:18:45.767 -> 00:18:49.726 = 00:00:03.959 
[...] [...] 
I think that’s funny. Cos he was a mass-
murdering fuckhead. 
Lo trovo divertente, 
perché era uno stronzo carnefice. 
00:18:52.647 -> 00:18:57.675 = 00:00:05.028 
BT: And Hitler ended up in a trench full of petrol on fire. / [...] / I find it funny, because he was 
a turd executioner.   
Example 12 
A similar solution is the one adopted in Example 13 to render the English ‘fucking hell’, 
as the translator resorted to an Italian interjection that can be deemed as informal but 
not as offensive. The context is related to World War II – the Americans have just 
arrived in Europe to help the British, who in the Italian subtitles say porca miseria: 
 
We were going, ‘Fucking hell, where’ve you 
been?’ 
E noi che facevamo: 
“Porca miseria, dove eravate?”. 
00:24:11.927 -> 00:24:15.397 = 00:00:03.470 
BT: And we were saying: “Pig misery, where were you?” 
Example 13 
Finally, a strategy that departs from the previous ones emerges from the following two 
cases, in the first one of which Eddie Izzard refers to Britain as a ‘financially fucked’ 
country at the end of World War II (see Example 14). Here the full pragmatic and 
semantic equivalence is pursued with the Italian word fottuti: 
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We came first in the war but we were 
financially fucked by the end. 
Abbiamo vinto la guerra, 
ma finanziariamente eravamo fottuti. 
00:23:19.207 -> 00:23:24.042 = 00:00:04.835 
BT: We won the war, but we were financially fucked. 
Example 14 
The same high degree of accuracy can be found in Example 15, where the comedian 
enacts how the British fought against the Nazi Germans with a series of swearwords 
that in the Italian subtitles are rendered using the same register of the original: 
 
Kill! 
All right, oh, fuck it. 
“Attaccate!” 
“Ok, oh, cazzo. 
00:23:34.287 -> 00:23:37.723 = 00:00:03.436 
Fuck off.  “Andate a farvi fottere.” 
00:23:39.327 -> 00:23:41.557 = 00:00:02.230 
[...] [...] 
Fuck off, you bastards! “Fanculo, bastardi! 
00:23:48.447 -> 00:23:51.007 = 00:00:02.560 
BT: “Attack!” “Ok, oh, dick. / “Go and get fucked.” / “Fuck off, bastards! 
Example 15 
Other instances of this strategy can be found in the sketches taken from Circle and 
Stripped, as illustrated in Example 16 and Example 17 below. As regards the former, 
there is a moment in which Eddie Izzard pretends to be a Catholic who is repeatedly 
crossing himself, which looks as if there were a ‘fucking fly’ to keep away. The Italian 
solution presents the word cazzo, which maintains the register of the English, and is 
made more informal with the use of the regional variety of ‘this’ (here used in its 
feminine form), which is the result of an apheresis – ‘sta instead of questa – thus 
adding a little more humour to it: 
 
I’m a Catholic. Fucking fly... Sono cattolico, 
‘sta cazzo di mosca... 
00:04:39.073 -> 00:04:41.428 = 00:00:02.355 
BT: I am Catholic, this dick of a fly... 
Example 16 
As for the latter, some bad language is used by God after drafting the first lines of the 
Bible and not being satisfied with them. Here the translator opted for a word that is not 
the semantic equivalent of the original but can be considered as the pragmatic one, as 
it is frequently used to replace the English word ‘shit’ in this type of context, especially 
in dubbed audiovisual products: 
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Shit, shit, shit. Cazzo, cazzo, cazzo. 
00:16:35.438 -> 00:16:36.871 = 00:00:01.433 
BT: Dick, dick, dick. 
Example 17 
3.4.3 Blasphemy 
Eddie Izzard’s shows include routines on religion and, as he states in the sketch taken 
from Stripped, he used to be an agnostic and then became an atheist; and it is from 
these two stances that his humour on religion stems, resulting at times as blasphemy. 
As the OED suggests, this can be defined as ‘[p]rofane speaking of God or sacred 
things; impious irreverence’16.  
The first example is taken from Circle and, precisely, here Eddie Izzard talks 
about the figure of the Catholic Pope as a superhero called Popeman. In this scene, 
the Pope is on a mission with an altar boy to chastise some sinners with some unusual 
sacred “weapons” (see Example 18), which are accurately translated into Italian and 
could be perceived as offensive by some of the participants: 
 
With holy water and Jesus disks!  Con l’acqua santa e i dischi di Gesù. 
00:05:27.393 -> 00:05:30.624 = 00:00:03.231 
BT: With holy water and Jesus disks. 
Example 18 
In the same clip, there is an entire sketch in which Eddie Izzard enacts a dialogue 
between Jesus and his father, namely God. Here the former complains to the latter 
about how he was treated on Earth by the humans, whose manners were worse than 
those of the dinosaurs, which Jesus met in a scene depicted by the comedian earlier 
during the show. The first of the following instances is taken from the beginning of this 
dialogue (Example 19), when Jesus addresses God as ‘bastard’ and then exclaims 
‘God damn it!’, which can be considered as ‘an imprecation, an oath’ (OED17). What 
needs to be highlighted is that the Italian version maintains the former, whereas the 
latter is omitted – and so is also the swearword ‘fucking [dinosaurs]’: 
 
                                                
16 http://www.oed.com/view/Entry/19934?rskey=vaHPX2&result=1#eid (see 1a) 
17 http://www.oed.com/view/Entry/410343?redirectedFrom=God+damn+it#eid (see B) 
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You bastard! They treated me worse than the 
fucking dinosaurs! 
 
“Sei un bastardo! Mi hanno trattato 
peggio dei dinosauri! 
01:10:06.313 -> 01:10:11.341 = 00:00:05.028 
God damn it! They cut my head off, but they 
nailed me to a tree for three days! 
“Quelli mi hanno tagliato la testa, ma 
questi mi hanno inchiodato a un albero.” 
01:10:11.393 -> 01:10:16.228 = 00:00:04.835 
BT: “You are a bastard! They treated me worse than the dinosaurs! / “Those cut my head 
off, but these nailed me to a tree.”  
Example 19 
There is another case in which an imprecation is omitted from the Italian subtitles, 
although there does not seem to be an issue of space and time constraints here, as we 
can see from Example 20 below. In this scene, God utters ‘for God’s sake’ after 
explaining to Jesus the consequences of dying ‘on Easter, the biggest Pagan 
ceremony in the history of ever’; however, this element is not reproduced in the Italian 
version: 
 
You’re going to celebrate the year of your 
death in a different year, each year! 
 
“Ti toccherà celebrare l’anniversario 
della tua morte in periodi diversi 
01:12:38.713 -> 01:12:42.183 = 00:00:03.470 
Depending on where the moon is, for God’s 
sake. 
“a seconda della posizione lunare. 
01:12:42.233 -> 01:12:44.701 = 00:00:02.468 
BT: “You will have to celebrate the anniversary of your death in different periods / 
“depending on the lunar position.  
Example 20 
During the same dialogue, Jesus describes the Last Supper to God, who does not 
approve of the sentences ‘drink this wine, it is my blood’ and ‘eat this bread, it is my 
body’, as they are related to vampirism and cannibalism respectively (see Example 21 
and Example 22). It is important to stress that it is on these two sentences that the 
Consecration and the Eucharist are based – namely, the moments during which the 
transubstantiation of wine and bread turning into the blood and body of Christ takes 
place, according to the Catholic religion: 
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- And then I did the last supper, and I gave 
them some wine and I said, ‘Drink this wine – 
it is my blood.’ 
“Ho fatto l’Ultima Cena, gli ho dato del 
vino dicendogli che era il mio sangue.” 
01:11:06.313 -> 01:11:10.511 = 00:00:04.198 
[…] [...] 
- But that’s vampirism! “Ma quello è vampirismo. 
01:11:16.793 -> 01:11:18.784 = 00:00:01.991 
Vampiric thing, drink my blood. “È da vampiri, ‘Bevete il mio sangue’ 
01:11:19.793 -> 01:11:21.784 = 00:00:01.991 
You’ve got Pagan things right there on day 
one of the new religion! 
“fai cose pagane proprio il primo giorno 
della nuova religione!” 
01:11:21.833 -> 01:11:25.906 = 00:00:04.073 
- Oh, sorry. “Scusa.” 
01:11:25.953 -> 01:11:27.784 = 00:00:01.831 
- Why didn’t you say, ‘Drink this wine, it’s a 
Merlot?’ 
“Perché non hai detto: 
‘Bevete questo vino, è un merlot’?” 
01:11:29.153 -> 01:11:32.941 = 00:00:03.788 
BT: “I did the Last Supper, I gave them some wine saying that it was my blood.” / [...] / “But 
that’s Vampirism. / “It is a vampires’ thing, ‘Drink my blood’” / “You do pagan things on 
the very first day of the new religion!” / “Sorry.” / “Why didn’t you say: ‘Drink this wine, it’s 
a Merlot?’” 
 
Example 21 
Besides their blasphemous nature, in Example 21 and Example 22 (see below) we can 
also recognise an application of the incongruity theory (see ref. to Suls 1972; Raskin 
1985; and Ritchie 2010 in Section 2.2, pp. 30-31). Indeed, as far as the first example is 
concerned, God suggests a different sentence for which Jesus could have opted by 
mentioning the famous name of a particular wine grape (Merlot), which is anachronistic 
and also excessive information to deliver during such a sacred moment as the 
Consecration is. After God’s reaction to the first sentence, Jesus tries to lie about the 
second sentence and, before conceding that he said ‘eat this bread, it is my body’, he 
pretends that he ended these words with ‘it is my favourite’. In order to support his 
affirmation, he also adds that he liked that bread as it was warm and crunchy. This 
further debases the sacredness of the Last Supper that Jesus had with his apostles 
before being arrested and crucified. For these reasons, the reactions of Italian 
recipients to this scene (which is accurately translated in the Italian subtitles), 
depending on their religious belief, may offer significant data to answer the research 
question concerning how successful the import of this type of humour is in Italy, based 
on the extent to which it is perceived (or not) as offensive (see RQ1): 
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- Well, I said, ‘Eat this bread, it is... “Ho detto: ‘Mangiate questo pane, è... 
01:12:12.433 -> 01:12:15.982 = 00:00:03.549 
‘my favourite.’ “il mio preferito’. 
01:12:16.033 -> 01:12:18.024 = 00:00:01.991 
Because it was hot so they had all those 
crinkly bits in it, and I loved it and… 
“Era caldo e croccante 
e mi è piaciuto.” 
01:12:21.073 -> 01:12:24.861 = 00:00:03.788 
All right, I said it was my body, OK? “Ho detto che era il mio corpo.” 
01:12:27.273 -> 01:12:29.264 = 00:00:01.991 
- That’s… that’s cannibalism! You have got 
vampirism and cannibalism right at the 
beginning… Oh Gee... 
“Quello è cannibalismo. Vampirismo e 
cannibalismo proprio all’inizio... 
01:12:29.313 -> 01:12:34.228 = 00:00:04.915 
BT: “I said: ‘Eat this bread, it is... / “my favourite.’ / “It was warm and crunchy, and I liked it.” / 
“I said that it was my body.” / “That’s cannibalism. Vampirism and cannibalism at the 
very beginning...  
Example 22 
The sketch on the origin of Christianity ends with a list of surreal suggestions made by 
God regarding what Jesus could have said during the Last Supper. According to him, 
cheese and wine go together better than bread and wine, and when Jesus claims that 
cheese would melt in Judea, God proposes sentences such as ‘Eat this cheese, it is 
my central nervous system [...] Eat these chicken drumsticks, they are my legs. Eat 
these carrots, they are my arms. Eat this tomato it is my head. And eat these oysters, 
they are my kneecaps.’ It is at this point that Jesus stresses the impracticality of God’s 
piece of advice, as during the Holy Communion the church would turn into a place 
where priests carry the body of Christ on trays for those who ordered it (Example 23): 
 
If you do that, dad, your holy communion is 
going to have priests going round with lots of 
trays  
“Se fai questo, papà, la tua comunione 
vedrà preti con dei vassoi 
01:13:29.033 -> 01:13:33.504 = 00:00:04.471 
going, ‘Who ordered the body of Christ, 
then?’ 
“che fanno: 
Chi ha ordinato il corpo di Cristo?” 
01:13:33.553 -> 01:13:36.863 = 00:00:03.310 
BT: “If you do this, dad, your communion will see priests with trays / “who say: Who ordered 
the body of Christ?”  
Example 23 
Finally, an instance taken from Stripped can be included in this category. Here Eddie 
Izzard argues that if God existed, he would have intervened in history, when Hitler 
started showing signs of what his mass-murdering plan would be. As he does not 
acknowledge the importance of a God who cannot visibly do something when needed, 
he addresses him with a denigrating tone and even with the expression ‘fuck off’. As 
can be noticed from Example 24, the Italian version maintains the features of the 
original (see, in particular, the use of vaffanculo), thus conveying the blasphemous 
attitude of the comedian: 
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Don’t you think? If there was a God, don’t 
you think 
Non pensate... Se Dio esistesse, non pensate 
00:16:52.238 -> 00:16:54.706 = 00:00:02.468 
he would have flicked Hitler’s head off? che avrebbe fatto saltare la testa a Hitler? 
00:16:54.798 -> 00:16:57.358 = 00:00:02.560 
Don’t you think? You know. Cosa ne dite? 
00:16:58.318 -> 00:17:02.550 = 00:00:04.232 
‘Oh, I’m not allowed to do anything.’ 
Well, fuck off then. 
“Non posso intromettermi.” 
“Vaffanculo, allora.” 
00:17:02.918 -> 00:17:05.751 = 00:00:02.833 
If you’re not allowed to do anything, then 
what’s the use? 
Se non puoi intrometterti, a cosa servi? 
00:17:05.878 -> 00:17:08.790 = 00:00:02.912 
Just piss off, and stop asking us to mumble 
things on a Sunday. 
Fila via e piantala di chiederci 
di mormorare per ore la domenica. 
00:17:08.958 -> 00:17:12.917 = 00:00:03.959 
BT: Don’t you think... If God existed, don’t you think / that he would have made Hitler’s head 
blow up? / What do you say? / “I cannot intervene.” “Fuck off, then.” / If you cannot 
intervene, what are you useful for? / Go away and stop asking us to murmur for hours 
on a Sunday. 
 
Example 24 
3.4.4 Puns 
As far as wordplay is concerned, three main instances are worth examining. The first 
one is part of Circle and it is built upon the homophony existing between the word 
‘blasphemy’ and the nonsensical phrase ‘blas for me’ (Example 25). Based on this 
linguistic mechanism, after saying ‘blasphemy’, Eddie Izzard changes the morphology 
of the word and derives ‘blasphe-you’, which sounds like ‘blas for you’. The pun can be 
easily transposed into Italian by playing with the word blasfemia which happens to end 
with the first-person feminine singular possessive adjective, i.e. mia (‘my’). Therefore, 
the only strategy that needs to be applied here is to replace this adjective with that 
referring to the audience, i.e. the second-person feminine plural possessive adjective, 
vostra (‘your’). Differently from these two puns – where the structure is ‘noun + 
possessive adjective’ – the final one, i.e. ‘blas for everybody’, is translated by resorting 
to what resembles a direct object construction (‘verb + direct object’), i.e. blasfe-tutti 
(‘blasph-everybody’). In terms of humour effect, the three puns seem to work in Italian 
both on a morphological and on a phonological level: 
 
 
 
81 
All I’m talking about here is (sings) 
Blasphemy, 
Quello che sto dicendo 
è una blasfe-mia 
00:05:53.633 -> 00:05:56.545 = 00:00:02.912 
Blas for you,  e blasfe-vostra. 
00:05:56.593 -> 00:05:58.902 = 00:00:02.309 
Blas for everybody in the room. Blasfe-tutti quelli in sala. 
00:05:58.953 -> 00:06:02.229 = 00:00:03.276 
BT: What I am saying is a blasphe-my / and blasphe-yours. / Blasphe-all those in the room. 
Example 25 
The second example of wordplay is from the sketch taken from Stripped, where Eddie 
Izzard wonders what happened between 4,500 million years ago, i.e. when the Earth 
formed, and five million years ago, i.e. when human beings appeared on Earth. Thus, 
he tries to find an explanation for this pause that lasted 4,495 million years and makes 
a joke twice playing with the homophony between the word ‘pause’ and ‘paws’, asking 
first ‘why the big pause/paws?’ and then ‘why the long pause/paws?’ – ‘as the man in 
the pub said to the bear’. In the Italian subtitles, the core of the pun was successfully 
changed, by setting the joke in a street where a traffic warden asks a driver the reason 
for the long duration of his parking. However, the semantic field chosen for the core of 
the Italian pun does not allow any variation of the adjective referring to sosta 
(‘parking’/’pause’). As a result, in the subtitles the same identical joke is repeated twice 
in a row, which may make the recipients wonder why this happens and whether there is 
maybe a mistake: 
 
Why the big pause, as the man in the pub 
said to the bear? 
 
Perché una sosta tanto lunga, 
come disse il vigile all’automobilista? 
00:18:43.358 -> 00:18:47.237 = 00:00:03.879 
Or why the long pause, as the man in the 
pub said to the bear? 
Perché una sosta tanto lunga, 
come disse il vigile all’automobilista? 
00:18:52.638 -> 00:18:56.677 = 00:00:04.039 
The bear said, ‘I got stuck in a lift door.’ E l’automobilista: “Una formica 
stava attraversando la strada.” 
00:18:57.078 -> 00:19:00.673 = 00:00:03.595 
BT: Why such a long pause, as the traffic warden said to the driver? / Why such a long 
pause, as the traffic warden said to the driver? / And the driver: “An ant was crossing the 
street.”  
Example 26 
The last example of this category is composed of a series of puns, which Eddie Izzard 
makes in Stripped, when, among the other arguments adduced to support the non-
existence of God, he provides a rather surreal one based on God’s potential offspring. 
According to the comedian, had God existed, he would have had many children as it 
can be logically deduced from the fact that Jesus must have been his seventh son, i.e. 
G-sus, coming after A-sus, B-sus, C-sus, D-sus, E-sus and F-sus. Although the 
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wordplay appears to be easily transposable at the first instance, where a literal 
rendition of the aforementioned names reproduces the comic effect of the original, a 
strategy that is more similar to adaptation needs to be applied to the rest of the joke in 
Italian. Indeed, for the translation of T-sus, P-sus, C-sus, F-sus and B-sus, which 
remind of both real and fake words such as Teaser, Pizzer, Caesar, Ephesus and 
Beeser by homophony, the entire root of the relevant Italian words is added so as to 
make the newly-built words sound meaningful to some extent. On the one end, this 
mechanism helps the pun be successful in Italian; on the other hand, it denies the 
mechanism from which Jesus’s name and that of his siblings derive, i.e. ‘letter of the 
alphabet + -sus’. In particular, Ap-esù, Cesar-esù and Ef-esù contradict the names 
listed as A-esù, C-esù and E-esù in one of the previous subtitles, whereas they still 
make sense in English thanks to homophony: 
 
Jesus must be the seventh son of God. [Gesù] Deve essere il settimo figlio di Dio. 
00:20:25.918 -> 00:20:28.386 = 00:00:02.468 
A-sus, B-sus, C-sus, D-sus, E-sus, F-sus, G-
sus. 
A-esù, B-esù, C-esù, 
D-esù, E-esù, F-esù, G-esù. 
00:20:28.478 -> 00:20:31.948 = 00:00:03.470 
That’s just logic. That’s just mathematical. Logico, no? Matematico. 
00:20:33.598 -> 00:20:37.307 = 00:00:03.709 
And Tease-sus would always be fucking 
about. 
Scherz-esù prende sempre in giro gli altri. 
00:20:37.798 -> 00:20:40.551 = 00:00:02.753 
Pizz-sus does delivery. Pizz-esù fa le consegne a domicilio. 
00:20:41.078 -> 00:20:43.228 = 00:00:02.150 
Caes-sus started the Roman Empire. Cae-
sus. 
Cesar-esù ha creato l’Impero romano. 
00:20:45.118 -> 00:20:47.712 = 00:00:02.594 
F-sus. City in Turkey. Ef-esù è una città in Turchia. 
00:20:48.078 -> 00:20:50.034 = 00:00:01.956 
Bee-sus was covered in something. Ap-esù è ricoperto di qualcosa. 
00:20:50.718 -> 00:20:52.948 = 00:00:02.230 
Some people applauding there, other people 
going, ‘What?’ 
Qualcuno applaude. 
Altri pensano: “Di cosa?” 
00:20:56.918 -> 00:21:00.308 = 00:00:03.390 
Bee-sus was covered in bees. “Ap-esù è ricoperto di api?” 
00:21:01.278 -> 00:21:03.348 = 00:00:02.070 
BT: [Jesus] Must be the seventh son of God. / A-sus, B-sus, C-sus, D-sus, E-sus, F-sus, G-
sus. / Logical, isn’t it? Mathematical. / Tease-esus always pulls other people’s legs. / 
Pizz-esus does home deliveries. / Caesar-esus created the Roman Empire. / Ef-esus is 
a city in Turkey. / Be-esus is covered in something. / Some applaud. Others think: “In 
what?” / “Be-esus is covered in bees?” 
 
Example 27 
3.4.5 Idioms 
Idioms are frequently used with the purpose of creating a humorous effect and they can 
prove very difficult to render into a foreign language. The following case (Example 28), 
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which is taken from Circle, consists of the expression ‘to eat one’s own hat’, which is 
‘an asseveration stating one’s readiness to do this, if an event of which one is certain 
should not occur’ (OED18). In the Italian subtitles, it was translated literally, thus 
resulting in a sentence that cannot be recognised as an idiom. An appropriate instance 
of how to render this idiom is provided in the Oxford Dictionaries19 (English-Italian), 
where the sentence ‘I’ll eat my hat (if he wins)!’ is translated as scommetto la testa (che 
non vince)! – literally ‘I bet my head that he will not win’. Therefore, an accurate 
translation of the original would have been scommetto la testa che capiranno che ciò è 
pagano, which would sound familiar as an Italian idiom and also surrealistically funny if 
one considered that it is God who is uttering these words: 
 
If they don’t work out that’s pagan I’ll just eat 
my hat. 
“Se non scoprono quanto ciò 
sia pagano, mi mangio il cappello.” 
01:12:44.753 -> 01:12:48.871 = 00:00:04.118 
BT: “If they don’t find out how pagan this is, I’ll eat my hat.” 
Example 28 
Another instance of idiom is based on the English expression ‘to have a go at (doing) 
something’, which is used by Eddie Izzard in the sketch taken from Stripped, when he 
discusses the moment in which God attempts for the second time to create the world, 
after this topic has already been addressed earlier in the same show. Although the 
expression in question is very common in English, the Italian subtitle presents a 
considerable inaccuracy, as the entire sentence is rendered as ‘Let’s go back to God, 
who has one second left to do a few things’, which makes it completely meaningless in 
this context: 
 
Let’s flip back to God, who has a second go 
at making things. 
Torniamo a Dio, a cui rimane un secondo 
per fare delle cose. 
01:09:34.193 -> 01:09:37.503 = 00:00:03.310 
BT: Let’s go back to God, who is left with one second to do some things. 
Example 29 
3.4.6 Polysemy  
Polysemy is one of the many linguistic phenomena that can be used as a source of 
humour. It can be defined as ‘[t]he fact of having several meanings; the possession of 
multiple meanings, senses, or connotations’ (OED20). The word in question is 
                                                
18 http://www.oed.com/view/Entry/84511?rskey=LObhdE&result=1#eid2113360 (see 5c) 
19 https://premium-oxforddictionaries-com.libproxy.ucl.ac.uk/translate/english-italian/hat 
20 http://www.oed.com/view/Entry/147370?redirectedFrom=polysemy#eid  
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‘ottoman’, which is implicitly referred to by Eddie Izzard when he talks about the 
Ottoman Empire and describes it as ‘full of furniture’. Indeed, the term ‘ottoman’ refers 
to the empire founded by Othman I in North-West Anatolia around the 14th century and 
lasted until 1922, but it also stands for ‘[a] low upholstered seat without a back or arms, 
typically serving also as a box, with the seat hinged to form a lid’ (OED21). In Italian, the 
former meaning corresponds to the masculine adjective ottomano, whereas the latter 
stands for the feminine noun ottomana. Although there is no polysemy as the two 
meanings do not belong to one term, there is a clear linguistic link between the 
adjective ottomano, which normally follows the noun impero forming together ‘Ottoman 
Empire’, and the feminine noun ottomana, which the Italian Treccani dictionary includes 
in the category ‘furniture and design’ as a Turkish type of sofa22. In this case, the 
success of the quip will depend on the background knowledge of each participant and 
on whether they are aware of what an ottoman is: 
 
Turkey, the Ottoman Empire, full of furniture, 
for some reason. 
La Turchia, l’Impero Ottomano, 
pieno di mobili, per qualche motivo. 
00:17:50.207 -> 00:17:54.758 = 00:00:04.551 
BT: Turkey, the Ottoman Empire, full of furniture, for some reason. 
Example 30 
Overall, as far as the cultural references are concerned, the translation does not depart 
from the original in two cases (Examples 2 and 6), whereas three instances (Examples 
1, 4 and 5) can be defined as adaptations of the original into Italian. As for all the other 
instances – except for one case of inaccuracy (Example 7) – they do not pose any 
crucial problems in terms of translation. However, they have been highlighted based on 
the background knowledge that they may require from the Italian recipients in order to 
be appreciated as funny. 
As regards the occurrences of bad and strong language, three cases can be 
considered as source-oriented (Examples  10, 14 and 15), whereas five cases are 
target-oriented (Examples 16 and 17) or less informal/offensive than the original 
(Examples 11, 12 and 13). Moreover, it is significant to point out that, although 
Example 10 can be included in the former group, it represents an inaccuracy.  
As for the instances of blasphemy, most of them are rendered faithfully into 
Italian and the reason why they have been examined is linked to the reaction that they 
may trigger in the Italian recipients, due to the delicate theme on which they focus. 
However, there are three cases in which a specific translation approach can be 
                                                
21 http://www.oed.com/view/Entry/133296?rskey=OibYR6&result=2#eid (see 1)  
22 http://www.treccani.it/vocabolario/ottomana/ 
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recognised; precisely, the first part of Examples 19 and 24 presents a source-oriented 
strategy, whereas the second part of Examples 19 and 20 are the result of a target-
oriented solution.  
Finally, all the occurrences of puns were tackled by adopting a target-oriented 
approach. As regards the idioms, one of them reveals a source-oriented strategy 
(Example 28), whereas the other one (Example 29) consists of a very inaccurate 
rendition. As for the only case of polysemy, it did not present any difficulties in terms of 
translation as, even though it was not possible to reproduce the polysemy, the comic 
effect can still be positive, depending on the Italian recipients’ background knowledge. 
3.5 Conclusions 
This chapter has presented the audiovisual material selected as the case study of this 
research project and explained the rationale for this choice. In particular, Section 3.2 
offered an introduction to Eddie Izzard as a well-known English comedian, depicted 
through the perspective of the media – mainly American and British newspapers and 
magazines – as well as through his own eyes. His ideas on humour and on his ideal 
audience were underlined too. Furthermore, this section provided a succinct overview 
of the core tenets of (stand-up comedy) humour to which Italians are commonly 
exposed since the 1960s and, especially, nowadays.  
As for Section 3.3, it described the three stand-up comedy shows selected for 
this study – namely Dress to Kill, Circle and Stripped – and the clips that were 
extracted from them to be used as part of the experiment. The subsections focusing on 
each one of the shows outlined their contents and reported the words of several 
American and British reviewers, so as to present the media reception of the English 
comic’s three performances. Besides lingering on the topics dealt with by Eddie Izzard 
in the selected sketches, so as to highlight the thematic side of the type of humour on 
which the Italian participants’ reaction is tested, this section also detailed the 
comedian’s attire for each one of the three shows. Indeed, his appearance represents 
one of the main visual aspects of his stand-up comedy, and, as it goes from being very 
feminine in Dress to Kill to very masculine in Stripped, it may influence the participants’ 
viewing behaviour and their perception of each clip.  
Lastly, Section 3.4 consisted of a comparative textual analysis of the most 
significant English scripts and the equivalent Italian subtitles, based on the translation/ 
adaptation process that they underwent or on their content, thus eliciting the subtitling 
challenges inherent to the translation of Eddie Izzard’s comedy. On the whole, an 
approach resulting from the adoption of both source-oriented and target-oriented 
solutions has emerged. In particular, the majority of the elements that were indicated 
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as difficult to render into Italian or challenging owing to the impact that they may have 
on the Italian audience were tackled by being faithful to the original. As for the cases in 
which the translator departed from the English scripts, they are mainly linked to some 
cases of either bad and strong language, or cultural references. Another aspect that 
this section underscored is the presence of three inaccuracies that are due to the 
translator’s rather poor English language skills or little knowledge of intertextual 
references that can be considered as well known in Italy.  
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4  
Methodology I: Tools and Sample 
4.1 Introduction 
This chapter focuses on the methodology that has been adopted to answer the 
research questions from which this project stems (see Section 1.3). As previously 
stated, this study aims to observe the perception and reception of subtitled British 
humour in Italy – and, precisely, of the stand-up shows of English comedian Eddie 
Izzard – by relying upon both qualitative and quantitative data. 
Section 4.2 centres on how the online survey questionnaire was designed and 
structured. The main purpose of this tool was to collect as many data as possible 
regarding both the most relevant personal information of each participant – such as 
education, religious belief, knowledge of English, and the habit of watching English 
audiovisual products – and their perception of the clips. Moreover, the questionnaire 
enquires about respondents’ opinions on their attention distribution between subtitles 
and images, some crucial factors related to reading the subtitles, and some particular 
aspects involved in their audiovisual viewing experience. Here the final version of the 
survey questionnaire administered in the study conducted on 103 Italian respondents is 
scrutinised (see Appendix 1.2). This version was developed from the testing and 
editing of an initial draft of the questionnaire used during the pilot study (see Appendix 
1.1). The few changes that such draft underwent following the pilot study are discussed 
in Section 5.4. 
Section 4.3 illustrates the eye-tracking hardware and software that were used 
for this study. It outlines the technical specifications of the equipment employed, it 
explains how this technology works, and it addresses all the relevant aspects that need 
to be considered when setting up an eye-tracking experiment. Furthermore, it shows 
some of the main parameters according to which the software collects and categorises 
the data linked to participants’ eye behaviour, such us the exact point of each fixation 
on the x and y axes, the duration of each fixation, and even the pupil diameter, which 
may be all indicative of a person’s attention and cognitive load. This section also 
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provides the definition of some of the main concepts related to the eye-tracking 
research field, such as those of ‘fixation’ and ‘saccade’.  
Section 4.4 delves into the main features of the sample of Italians who took part 
in the study on a voluntary basis, after briefly clarifying how the sample was created. 
The respondents’ main characteristics will be presented with respect to information 
concerning, for example, their gender, age, religious belief or position, place of 
residence, English competence and “audiovisual habits” (whether they ever watch 
audiovisual products in English and how, e.g. with or without English/Italian subtitles). 
Finally, Section 4.5 draws the conclusions of this chapter with a summary of the 
main points regarding the data collection tools used as part of the methodology, which 
was tested by conducting a pilot study (see Chapter 5) and then slightly revised before 
carrying out the final study on a sample of 103 Italian participants.  
4.2 Online Survey Questionnaire 
In order to investigate Italians’ perception and reception of Eddie Izzard’s humour by 
means of interlingual subtitles, as well as their entire viewing experience, an online 
survey questionnaire was designed. From the outset, the purpose was to interpolate 
the questionnaire results with the data collected by an eye tracker which recorded the 
eye movements of the participants whilst they watched the three selected sketches 
(see Sections 4.3 and 5.3). Hence, the questionnaire queries were specifically 
prepared to study the reaction of each respondent to every clip and to the overall 
experience, so as to enable me to compare these findings to those of the eye-tracking 
experiment at a later stage of the analysis. This comparison allows me to observe 
whether the two sets of data are linked by a relationship of congruity, discrepancy or 
complementarity with respect to RQ3, as well as to discover any correlation existing 
between, for instance, the respondents’ degree of enjoyment of the clips, or their 
fluency in English, and the eye-tracking measurements of their attention distribution 
over subtitles and images. 
Before describing the process of designing the questionnaire, it is appropriate to 
clarify a few general aspects regarding why this survey tool was chosen and how it was 
used for this study. A questionnaire is a very simple, functional and low-cost method of 
gathering data in a structured way (Wilson and McClean 1994: 3; Cargan 2007: 116-
117; Gillham 2007: 5-8). Combining a wide variety of options by including both open or 
closed questions, rank order or numeric questions, and single or multiple answers 
(Wilson and McClean 1994: 23-27), it lends itself as a flexible tool for data collection 
that in the context of this study was apt to integrate and complement the quantitative 
data acquisition of the eye tracker. Social scientists attribute many advantages to 
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online questionnaires (see, for example, Spitz et al. 2006: 18; Lumsden 2007: 70; 
Brace 2013: 32-33). In particular, to respondents a web-based questionnaire looks 
more attractive and less time-consuming in comparison to a paper one; and working on 
screen makes it easier and quicker for them to double-check their answers and amend 
them, if necessary. To the researcher, this tool presents endless advantages, when it 
does not interfere with the data collection (e.g. with respondents with specific needs for 
access), as each questionnaire is directly filled in and stored in digital format, which 
makes the data collection easier, faster and more accurate.  
For the reasons illustrated above, the questionnaire was chosen as a survey 
tool, thus one was purposely designed for the present study (see Appendix 1) and it 
was made available for self-completion on the web using Google Forms connected to 
my personal Google Drive. Furthermore, as Figure 1 below shows, the questionnaire 
was written in Italian, as its administration was intended for Italian native speakers who 
do not necessarily have any knowledge of English. 
 
 
Figure 1. Screenshot of Google form. 
In order to avoid any confusion and ensure that, from this point onwards, it is clear to 
the reader what the questionnaire looked like to the 103 Italians who took part in the 
study, this section will describe the final version used in the large-scale experiment 
(see Appendix 1.2). As regards the few amendments, deletions and insertions that led 
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to this final version after conducting the pilot study – where a first draft of the 
questionnaire was administered and tested (see Appendix 1.1) – these will be 
presented in the section discussing the consequences of the pilot study itself (Section 
5.4). 
The questionnaire was structured referring to the best practice in questionnaire 
design (see Social and Community Planning Research 1972; Converse and Presser 
1986; Wilson and McClean c1994; Burton 2000; Spitz and al. 2006; Cargan 2007; 
Gillham 2007; Gideon 2012; Brace 2013). Moreover, following established 
questionnaire-based data collection and deontologically appropriate practice, formal 
ethical approval was sought and obtained (see Appendix 2), as is recommended not 
only in social sciences (e.g. see Kent 2000; Oldendick 2012: 26) but also in translation 
studies research (see Saldanha and O’Brien 2013: 43-44).23  
The questionnaire is composed of 22 questions subdivided into three main 
sections – it also includes two branching questions that can lead to a higher total of 25 
questions (see questions 7 and 12 in Appendix 1.2). In order to make participants feel 
comfortable, the first section focuses on factual questions gathering generic, non-
sensitive demographic information, which normally entails little concentration and 
simple answers from the respondents (Gillham 2007: 26). Therefore, questions no. 1-5 
ask about general factors such as sex, age, place of residence, religious belief and 
education, whereas questions no. 6-14 inquire about other aspects that can still be 
considered as personal information, but were chosen for their relevance to the 
research topic, as was question no. 4 on respondents’ religious stance. Indeed, they 
aim to discover the respondents’ self-assessed level of English competence, whether 
they have ever lived in an English-speaking country (and, if so, where and for how 
long), their mood on the day of the experiment, their general sense of humour, and 
whether they normally watch audiovisual material in English (and, if so, whether with or 
without subtitles). Finally, respondents are asked whether they have ever heard of 
Eddie Izzard before or not.  
The first section predominantly consists of closed questions, which are mainly 
designed to be responded by ticking the appropriate box of one of the options provided 
and, in some specific cases, by either selecting an answer from a ‘numerical ranking’ 
(e.g. from 0 to 10) or a ‘verbal ranking (e.g. ‘Never’, ‘Rarely’, ‘Sometimes’, ‘Often’ and 
‘Always’), as they are termed by Gideon (2012: 100-101) – both are examples of 
                                                
23 As this project was started at Durham University and then completed at University College 
London, Appendix 2 includes evidence of the two distinct approvals obtained to carry out this 
study, following two sets of procedures adopted by the two institutions. 
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ordinal scales (Saris and Gallhofer 2014: 104-108). The only cases in which 
respondents could fill in their answers concerned their place of residence and their 
level of education. Furthermore, three of the questions included in this section (no. 8 
and 9, and no. 13 – see Appendix 1.2) only need to be answered if a positive response 
is given to the question preceding them (no. 7 and no. 12), hence the total number of 
questions being between 22 and 25 – this technique and, thus, questions such as no. 7 
and no. 12 can be referred to as ‘branching’ (Spitz et al. 2006: 50).  
Before moving to the second section of the questionnaire, it is worth adding a 
note on the participants’ asserted level of English. They were asked to self-assess their 
knowledge of English for two main reasons: 1) asking them to take a language test 
before participating in the research project would have been time-consuming and may 
have exhausted/bored them before taking part (voluntarily) in the actual study; 2) the 
self-assessment system would suit all the generations (and no matter what their level 
of education was) composing the sample. To expand on the latter, starting with 
younger generations who have attended university over the past 10-15 years, it has 
become increasingly frequent that most Italian faculties require students to take an 
English exam certifying at least a basic competence (based on the Common European 
Framework for languages24), which means that participants belonging to this category 
are very likely to know exactly what their level of English is. This is also valid for those 
who, at some point, decided or needed to take an English language certificate to 
improve their CV or as a requirement of a certain job. As for any young respondents 
who did not attend university or never took an English exam, as well as older 
generations who perhaps never studied English in compulsory and secondary 
education (e.g. if they attended a school where French was the only foreign language 
to be taught) and did not choose it as a subject at university, self-assessment was 
made even simpler by including a brief description of the levels going from A1 to C225. 
In this way, they would be able to identify the category within which their linguistic skills 
would fall – one more option is also available for those who have no command of 
English at all. 
The second section – from question no. 15 to 23 – consists of three questions 
repeated three times, each for one of the three clips, namely Dress to Kill, Circle and 
Stripped. The function of these questions is to obtain the respondents’ opinion on each 
                                                
24 See https://www.britishcouncil.it/en/exam/why/english-language-levels-cefr  
25 A1 = beginner (“base”); A2 = elementary (“elementare”); B1 = intermediate (intermedio); B2 = 
upper intermediate (“intermedio avanzato”); C1 = advanced (“avanzato”); C2 = proficiency 
(“prossimo alla madre lingua”). Based on and adapted from 
https://www.britishcouncil.it/en/exam/why/english-language-levels-cefr 
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sketch, in reference to their perception of Eddie Izzard and his humour, and also their 
idea of how they distributed their attention between subtitles and images. Therefore, 
the purpose of the first question is to discover whether participants found each clip 
funny, offensive and different from Italian humour, and on what level (linguistic, visual 
and thematic), as well as to what extent (‘Not at all’, ‘To a small degree’, ‘To a certain 
degree’ and ‘To a large degree’). As regards the second question, respondents are 
asked to what extent they focused on the subtitles and on the images, and the answer 
consists of the same verbal ranking scale used in the previous question. As far as the 
third question is concerned, it represents the only instance of open-ended question 
included in the questionnaire and it gives respondents the opportunity to make any 
observations and express, in their own words, their view on details or features on which 
they may feel particularly inclined to comment. 
Lastly, the third section of the questionnaire is composed of questions no. 24 
and 25, and their function is to help understand the influence of some important factors 
on participants’ perception of the three sketches and of the viewing experience itself. 
The first question asks respondents whether they had any difficulties in following the 
subtitles due their speed/length, their potentially poor linguistic clarity, and the fact of 
not being accustomed to watching subtitled audiovisual products. Here the answer is 
based on the same verbal ranking scale used for the questions of the previous section. 
Once again, the system choses to compare ‘perception’ with ‘reception’, whereby the 
respondents’ expectations on comprehension are implicitly set out by their perception 
of ‘difficulty’. The second question investigates the way in which other significant 
factors such as the English audio (Eddie Izzard’s voice and tone), the non-verbal 
humour (Eddie Izzard’s body language) and the audience’s laughter, may have acted 
as 1) a strong or 2) a light source of distraction, 3) an irrelevant factor, or 4) a valuable 
or 5) an essential element for the comprehension of the clips. Thus, the answer implies 
the selection of an option from those included in the verbal ranking scale, which here 
are five and differ from those used in the previous questions. 
As emerges from the illustration of the structure of the questionnaire, it features 
only one case of open-ended question. Literature on survey design emphasises how, 
on the one hand, open-ended questions have the advantage of allowing respondents to 
write in their thoughts in their own words and shed light on the answers given up to that 
point by further explaining their reasons or their opinion (Social and Community 
Planning Research 1972: 59; Converse and Presser 1986: 43; Wilson and McClean 
1994: 21-22, 37; Gillham 2007: 5, 34-35). On the other hand, open-ended questions 
cannot be pre-coded and sometimes cannot even be coded due to their qualitative – 
rather than quantitative – nature. Furthermore, some respondents may find it 
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uncomfortable to write in the answer and express their feelings in their own words, or 
they may not even provide the information that the researcher needs (see Converse 
and Presser 1986: 61; Gillham 2007: 34, 65; Brace 2013: 43, 142). Overall, the well-
known downsides of open questions – they can be time-consuming and problematic to 
analyse and interpret – made them ill-suited for the scope and objectives of the present 
study. In addition, it needs to be underlined that the questionnaire was integrating 
additional quantitative data and would replace these in the worst-case scenario that no 
good quality eye-tracking data were to be collected. This aspect made closed 
questions appear as the most functional tool to collect precise information on the 
factors that were the most pertinent to the research questions, and also as the most 
practical ones in terms of data analysis. Indeed, there were time and financial 
constraints that needed to be overcome in putting together the methodology; and 
these, together with the richness and complexity of all the collected data, represent 
another reason why closed questions were preferred to open questions, which were 
hence resorted to only when necessary. One of the advantages of using closed 
questions is that they help participants answer questions on topics on which they are 
not experts, such as the length and speed of subtitles, the technical components that 
would distract/disturb or help them mainly subconsciously, or the levels on which 
humour can be funny or offensive. Furthermore, the closed questions designed for this 
study can be pre-coded without prejudice to the quality of the data and eventually 
analysed more accurately.  
From a linguistic point of view, much attention was paid to the wording of each 
question, as recommended in the resources investigated on this aspect of 
questionnaire design (Social and Community Planning Research 1972: 12; Wilson and 
McClean 1994: 11-16; Burton 2000: 337; Cargan 2007: 95; Gillham 2007: 12). Every 
care in formulating the questions was taken in order to use simple, clear and 
unambiguous vocabulary and syntactic structures so as to assure a fluent and easy 
reading, which would in turn facilitate the respondents in answering the questions, 
regardless of their level of education. For this purpose, all technical terms pertaining to 
linguistics and audiovisual translation, as well as negative constructions, were avoided. 
Furthermore, questions were kept as short as possible and designed to be very clear 
and straightforward, and without creating any potential bias. 
As regards the testing process of the questionnaire, as a “pre-pilot stage” 
(Burton 2000: 343-344; Gillham 2007: 19-20), the very first draft was submitted only to 
the primary supervisor of this PhD research project so as to have his opinion on the 
initial length and potentialities of the survey tool. Since this draft was prepared with 
extreme caution with respect to the total time that it would take to carry out the entire 
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experiment, the main issue was the low number of questions investigating respondents’ 
reaction to each video and so the risk that the questionnaire would not elicit enough 
information and data for a thorough study of the research topic. Moreover, the term 
anglofono (‘Anglophone’) was indicated as a potentially difficult word for some 
respondents. As a consequence, the actions taken to improve the questionnaire 
consisted in focusing on the purpose of the study and thinking of other possible 
questions that could help gather all the relevant information needed to study Italians’ 
response to Eddie Izzard’s humour by means of interlingual subtitles. In this way, more 
questions were added so as to inquire about the participants’ perception of the Italian 
subtitles and the main factors representing a source of disturbance or an aid to 
comprehension. Furthermore, the open question asked for each single video was 
designed as optional and its wording as very simple, short and straightforward.  
The testing process of the resulting second draft involved five Italian native 
speakers (precisely, other PhD students of various subjects and people not involved in 
academia), who were asked to go individually through the questionnaire and point out 
any potential problems. In particular, they were requested to look for ambiguous or 
vague questions and pre-coded answers, unclear instructions on how to answer a 
certain question or on how to move through the questionnaire, and finally for difficult 
and unnecessary terminology (Wilson and McClean 1994: 47-48; Cargan 2007: 116). 
As a result, only one recommendation was made in relation to the question that asks to 
what extent the speed/length of the subtitles, their potentially poor linguistic clarity and 
the fact of not being used to them represented an obstacle to following the subtitles. 
Initially, the multiple-choice answer had been structured as a numerical ranking from 0 
to 10. However, three of the involved Italians suggested to replace this system with the 
nominal ranking used in several of the previous questions – going from ‘Not at all’ to 
‘To a large degree’ – to which they were already more used. 
4.3 Eye Tracking  
The eye-tracking data collection was carried out using the GP3 Desktop Eye Tracker, 
designed and sold by Gazepoint – detailed specifications are given below. When 
choosing the most appropriate tool, considerations made by O’Brien (2009) were taken 
into account, especially those focusing on the importance of the research environment. 
She stresses the impact of some precise factors on the study, such as the equipment 
and the related challenges in terms of ‘(i) cost, (ii) rapid technological redundancy and 
(iii) learning curve’ (ibid.: 252); the accommodation and, in particular, ‘light, sound and 
familiarity of the surroundings’ (ibid.: 253); and the familiarity, by which she means that 
participants should not be familiar with the type of research in which they are taking 
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part, but they should feel comfortable with the eye-tracking environment in which the 
experiment takes place (ibid.: 254).  
These important aspects were considered when planning the eye tracking 
experiment, as well as other external variables and factors such as available funding, 
large size of the sample, and portability and flexibility of data collected. The situational 
parameters influenced the decision of adopting the GP3 Desktop Eye Tracker by 
Gazepoint. The product was chosen mainly for its limited cost as an entry-level 
portable eye-tracking device, and its weight and dimensions (respectively 245 g and 
320 mm x 45 mm x 40 mm) also made it suitable for the varying circumstances of use. 
These last two characteristics made it possible to easily take the hardware to Italy, 
where the study took place, and whenever it was more convenient based on the PhD 
research project time frame. This also helped to limit the risks connected with 
accidental damage, loss, or theft of the research equipment whilst travelling across 
Italy for the duration of the data collection, which took 25 days in total over a period of 
two separate months. Moreover, when its technical features were assessed by 
considering the type of study to be carried out, this device resulted in being very cost-
effective in relation to the presumed need for low-detail data which could be achieved 
with its sampling rate and accuracy. The technical specifications of the device were 
appropriate for the study: its eye-tracking modality is binocular, its sampling rate is 60 
Hz, and it has an accuracy of 0.5-1 degree and a spatial resolution of 0.1 degree. 
Furthermore, both its tracking recovery time and its system latency (end to end from 
event to API output) are lower than 50 ms, and it is possible to choose between a 5- 
and a 9-point calibration.  
 
 
Figure 2. Specifications of the GP3 Desktop Eye Tracker (from GP3 Spec Sheet, 
Gazepoint Research Inc. n.d.). 
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It is important to note that, although head-mounted eye trackers are more accurate, a 
desktop type was chosen in order to reproduce a normal viewing experience and, thus, 
to make participants feel more at ease (O’Brien 2009: 252). Moreover, although a 
sampling rate of 60 Hz may seem low compared to other current eye-tracking systems, 
it is worth underlining that, in this case, the collection of data took place during the 
screening of a video of 17 minutes and 30 seconds (for the final study; 19 minutes and 
42 seconds for the pilot study), offering a satisfactory volume of data. Indeed, other 
eye-tracking studies observing the audience’s subtitling processing while watching a 
video have relied upon similar technical specifications; one of these is by Perego et al. 
(2010), who used a device with a sampling rate of 50 Hz. 
Another reason that led to the adoption of the GP3 Desktop Eye Tracker is the 
fact that its software package – which is composed of Gazepoint Analysis 2.7.0 
(Professional Edition) and Gazepoint Control – is very functional and, at the same time, 
user-friendly. Suffice it to say that an experiment is set up by simply starting Gazepoint 
Analysis and creating a new project, adding one or more media files that will be shown 
during the study (e.g. an image, a video or a text) and indicating their display duration. 
The ergonomics of the experiment is also important (see Figure 3 below). The following 
step is to ensure that the GP3 unit and the user are in the right position – i.e. the former 
being 65 cm (25 inches) or at arm’s length from the latter, 40 cm (15 inches) lower than 
the user’s eye level and 12 cm (5 inches) in front of the bottom of the monitor (for a 
15.6’’ or more monitor) – and in a dark room so that there is no light hitting the eye-
tracker or the user’s face.  
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Figure 3. Ideal positioning of respondents for the eye-tracking data collection (adapted 
from Gazepoint GP3 & Larger Screens, Gazepoint Research Inc. n.d.). 
In my case, the screen size was indeed 15.6’’. However, differently from the above 
image, what I used was my personal HP Pavilion g6 laptop computer. 
Finally, once a 5- or a 9-point calibration has been accomplished for the user, it 
is possible to start recording the viewing activity, which will stop when the display 
duration inserted for the media file(s) ends.  
The passages described above for the practicalities of the data collection are 
followed by the data export, a process that allows the export of images and videos 
showing a map of the user’s viewing activity, as well as spreadsheets of figures related 
to the user’s eye-behaviour measurements. As regards the image and video output 
features, they can illustrate the viewing activity as a heat map, a fixation map or an 
opacity map (for more details, see Section 5.3). Gazepoint Analysis also allows the 
creation of dynamic areas of interest (AOIs), which consist of ‘areas in dynamic 
stimulus material that represent the position and dimensions of important content over 
time’ (Papenmeier and Huff 2010: 180). As for the spreadsheets, two different types 
are produced by the analysis software, one of which includes all of the user’s gaze 
data, whereas the other only contains all the user’s fixations. The latter, in particular, 
represents a “cleaner” version of the former as it reports only the valid fixations. Both 
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spreadsheets include the same parameters, the most significant of which are the 
following (Gazepoint 2013: 15-1726): 
 
Fixation POG: The Fixation POG data provides the user’s point-of-gaze as determined 
by the internal fixation filter. 
FPOGX, FPOGY The X- and Y-coordinates of the fixation POG, as a fraction of the 
screen size. (0,0) is top left, (0.5,0.5) is the screen centre, and (1.0,1.0) 
is bottom right. 
FPOGS The starting time of the fixation POG in seconds since the system 
initialization or calibration. 
FPOGD The duration of the fixation POG in seconds. 
FPOGID The fixation POG ID number. 
FPOGV The valid flag with value of 1 if the fixation POG data is valid, and 0 if it 
is not. 
 
Left / Right Eye 
POG 
The POG data for the user’s left / right eye. 
LPOGX, LPOGY / 
RPOGX, RPOGY 
The X- and Y-coordinates of the left / right eye POG, as a fraction of the 
screen size. 
LPOGV / RPOGV The valid flag with value of 1 if the data is valid, and 0 if it is not. 
 
Best POG: The ‘best’ POG data, which is the average of the left eye and right eye 
POG if both are available, or if not, then the value of either the left or 
right eye, depending on which one is valid. 
BPOGX, BPOGY The X- and Y-coordinates of the best eye POG, as a fraction of the 
screen size. 
BPOGV The valid flag with value of 1 if the data is valid, and 0 if it is not. 
 
Left / Right Eye 
Pupil 
The image data relating to the left / right eye. 
LPCX, LPCY / 
RPCX, RPCY 
The X- and Y-coordinates of the left / right eye pupil in the camera 
image, as a fraction of the camera image size. 
LPD / RPD The diameter of the left / right eye pupil in pixels. 
LPS / RPS The scale factor of the left / right eye pupil (unitless). Value equals 1 at 
calibration depth, is less than 1 when user is closer to the eye tracker 
and greater than 1 when user is further away. 
LPV / RPV The valid flag with value of 1 if the data is valid, and 0 if it is not. 
Table 1. Parameters of the eye-tracking data available in the Excel files of each 
participant’s performance. 
All the maps and the datasets mentioned above help identify fixations, which can be 
defined as ‘eye movements that stabilize the retina over a stationary object of interest’ 
(Duchowski 2007: 46), as well as their duration. These are particularly relevant when 
respondents are watching a ‘scene’ that simulates a natural scene; as Henderson 
(2011: 593) highlights, ‘[h]umans […] direct fixation through a scene in real time in the 
                                                
26 The manual was provided by Gazepoint upon purchase of the GP3 Desktop Eye Tracker. 
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service of ongoing perceptual, cognitive, and behavioural activity’ and, among other 
things, ‘fixation seems to facilitate language processing, both during language 
production (Meyer and Lethaus 2004; Griffin 2004) and language comprehension 
(Tanenhaus et al. 2004; see Henderson and Ferreira 2004a)’ (ibid.: 596). Moreover, it 
is possible to observe the saccades, which consist of ‘rapid eye movements used in 
repositioning the fovea to a new location in the visual environment’ (Duchowski 2007: 
42) – the fovea being a small region of the retina that provides acute vision (see Figure 
4). 
 
Figure 4. Image of the eye. Adapted from Cornsweet 1970, in Duchowski 2007: 19. 
Furthermore, the data exported from the eye-tracking software in a spreadsheet offer 
significant information about the pupil diameter and its variation over the display 
duration. Parameters such as fixations and pupil dilation can be indicative of the 
cognitive effort and load experienced by a person in a directly proportional way 
(Duchowski 2007: 168-169; Klingner et al. 2008: 69; O’Brien 2008: 84). As regards the 
pupil diameter, it represents an aspect of the viewing behaviour that cannot be 
controlled by the participant. Therefore, it affords a spontaneous reaction, and it has 
been shown that its dilation can be triggered by both positive and negative emotional 
stimuli (Partala and Surakka 2003: 194). On the other hand, there are several factors 
that can influence the pupil dilation such as ‘changes in light intensity, sound, caffeine, 
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drugs, substance abuse, eye colour and even heavy eye make-up’ (O’Brien 2009: 
235). 
Finally, the study was further constrained by the need of sampling Italian native 
speakers; although a 300 Hz eye-tracker system was available for the study, the 
decision of adopting a portable desktop eye tracker was taken following initial attempts 
to involve respondents who were geographically close or resident in the area where the 
study was going to be conducted.27 After the initial attempts to recruit participants in the 
UK, the decision of carrying out the study in a bigger city of England – hoping that this 
would ensure larger figures of Italian native speakers and making sure that the local 
university had an eye-tracking laboratory – was excluded too, and the radical choice of 
conducting the experiment in Italy across a number of Italian cities was made. Indeed, 
it had become a matter of data ecology and integrity by then, which thus led to the 
resolution of carrying out the study in Italy.  
This research project aimed to involve 100 volunteer participants, a target that 
was met. The aspiration to reach a significant number of respondents originated from 
the attempt to differentiate this study in scale from doctoral research projects using the 
eye-tracking technology and conducted in this field so far. The risk analysis suggested 
that by accepting lower quality data – for which higher quality was not necessarily 
needed a priori – this study could, and indeed did, achieve a sample that could be 
scaled up to inform interpretations of the data that are statistically significant (for a full 
discussion of this, see Chapter 8). It is undeniable that a target of 100 participants 
entails a number of difficulties; for a start, it requires a considerable amount of time and 
represents a highly demanding research activity, especially when the participants are 
meant to be volunteers. On the other hand, as O’Brien (2009: 256) states, ‘[b]y having 
greater numbers, we can both expose and explore the diverse behaviour and 
competences and look for commonalities among the members of specific groups’. 
Another reason for opting for a large sample of participants lies in a particular risk 
related to this type of study, i.e. the possibility that the quality of eye-gaze data 
                                                
27 The doctoral studies leading to this thesis began at Durham University prior to my supervisor 
joining University College London, where I also followed as a doctoral student. In the initial 
plans, I tried to carry out the study with respondents in Durham or County Durham. In particular, 
each department of Durham University was contacted to know the number of Italian native 
speakers studying and working there, as well as several associations concerning County 
Durham and its tourism (Durham County Council, This Is Durham, Durham Tourism, North East 
Hotel Association, Visit Britain, and Newcastle Gateshead) to learn about the number of Italian 
tourists visiting Durham every year. Past and predicted figures of Italian native speakers visiting 
the North-East area per year were too low and represented a high risk in the data collection 
and, as such, a further situational constraint to the project.  
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obtained from some participants might be too low to be taken into account at the 
analysis stage, as their quality is not satisfactory enough (ibid.: 257). 
4.4 The Sample of Participants 
The total number of people who took part in this research project on a voluntary basis 
is composed of 103 Italians living in Italy, where the study was carried out. The way in 
which the sample was built could be considered as a form of ‘purposive sampling’ 
(Hibberts et al. 2012: 67; Saldanha and O’Brien 2013: 34), if we take into account the 
fact that three main parameters were set for the selection of the participants, as they 
had to be: 1) Italian native speakers; 2) living in Italy when the study was carried out; 
and 3) at least 18 years old. Moreover, a strong effort was made to build a sample as 
varied as possible in terms of demographic data. As for the further sampling stages, 
they could be described as the combination of ‘convenience sampling’ and ‘snowball 
sampling’28 (Saldanha and O’Brien 2013: 34). Firstly, friends and acquaintances were 
contacted to find out whether they were interested in taking part in the study voluntarily. 
Secondly, these people were asked to suggest any of their friends and/or 
acquaintances whom I could have contacted to see whether they were happy and 
willing to be involved in the project, again, as volunteers. In particular, they were 
informed about the three aforesaid selection criteria and also about my attempt of 
having a sample as varied as possible – people of any gender, age (except for those 
younger than 18), region in Italy, education background, and level of English could be 
considered. This choice was mainly a necessity due to several factors and constraints. 
Indeed, I had to go to Italy to carry out the study and make sure that this would not 
clash with other academic activities and commitments involved in my full-time PhD. 
Furthermore, as a self-funded PhD student, I had to cover all travelling and 
accommodation expenses; thus, any support in recruiting volunteers made the data 
collection process less time-consuming and also less expensive. 
The sample of participants is formed of 52 men and 51 women, whose age 
ranges from 18 to 69 and from 18 to 66 respectively. On the whole, the age groups 
include 3 respondents of 18 or 19 years of age, 36 who are in their twenties, 36 who 
are in their thirties, 17 who are in their forties, 3 who are in their fifties and 8 who are in 
their sixties.  
                                                
28 In the literature concerning the questionnaire and research design in social sciences, the 
terminology may vary. For example, Burton (2000: 314-315) refers to ‘snowball sampling’ also 
as ‘network sampling’, whereas Hibberts et al. (2012: 68) use the hyperonym ‘referral sampling’ 
and then distinguish between ‘network sampling’ and ‘snowball sampling’ – see the referenced 
sources for further details. As for ‘convenience sampling’, see also Hibberts et al. 2012: 66. 
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Chart 1. Participants’ age groups by gender. 
I was able to carry out the study only in few Italian cities or towns, where luckily I also 
found participants from other areas of Italy. Overall, the sample includes people from 
the regions of Basilicata (34), Emilia Romagna (32), Lazio (11), Campania (10), 
Calabria (5), Lombardia (3), Puglia (2), Abruzzo (2), Liguria (1), Marche (1), Toscana 
(1) and Umbria (1).  
Regarding the religious belief or stance of the respondents, as many as 69 of 
them stated that they are Catholics and they cover the age range of the entire sample 
by going from 18 to 69 years of age. To be precise, three of them are 18-19 years old, 
18 are in their twenties, 24 are in their thirties, 13 are in their forties, 3 are in their fifties 
and 8 are in their sixties. The respondents who defined themselves as atheists are 18 
and their age ranges from 22 to 44, with 10 of them being in their twenties. As for those 
who ticked the box ‘Agnostic’, this group is composed of 10 people between the ages 
of 23 and 47 – only one of them is over 40. The remaining 4 participants opted for more 
original answers such as ‘I’ll find out [my religious stance] at some point’, ‘Christian, but 
only a little bit’, ‘Semi-Catholic’ and ‘Non-practising’, while two respondents did not 
disclose this piece of information. 
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Chart 2. Participants’ religious belief/position and age groups by gender. 
As far as the participants’ level of education is concerned, 38 of them attended different 
secondary schools that in the Italian education system cover the ages between 14 and 
19 years – 11 of these 37 respondents, however, were taking a degree course and had 
not completed it yet when they took part in the study. Those who hold a three-year 
degree similar to a British BA or BSc course are 13, whereas those who also obtained 
a two-year postgraduate degree, equivalent to a British MA or MSc, are 24. The three-
year and two-year degree used to be combined together as a single laurea degree in 
Italy until 2000-2001 and this qualification is held by 15 of the respondents, whose age 
range is 34-69. Finally, besides four respondents who left the secondary school at the 
age of 13-14 and another one who obtained a master qualification (which normally has 
a duration of one year or less in Italy), the sample also includes 8 people holding a 
PhD. The subjects studied by all the participants are varied and, amongst others, we 
find nanostructures and nanotechnologies, oncology and genetics/pathology, surgical 
sciences, materials sciences, architecture, biology, biotechnology, cinema, performing 
arts, law, modern languages, philosophy, political/social sciences, classics, Italian 
studies, arts, physics, economics and business, cultural heritage, tourism, food 
sciences and technologies, aerospace engineering, telecommunications engineering, 
military sciences, and sport sciences. 
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Chart 3. Participants’ level of education by gender. *First-degree secondary school (up 
to 13-14 years of age). **Second-degree secondary school (up to 18-19 years of age). 
***4-year degree (bachelor degree + master degree). 
Another important factor detected by the questionnaire is the participants’ knowledge of 
English. Moving from the lowest to the highest level, 8 respondents stated that they 
have no command of English, 22 identified themselves as being at an A1 level (basic) 
and another 22 at an A2 level (higher basic). At the B1 (intermediate) and B2 (higher 
intermediate) levels, we find 32 and 14 participants respectively. The remaining 5 
respondents chose the option C1 (advanced). Nobody ticked the C2 box (close to 
mother tongue). 
 
 
Chart 4. Participants’ self-assessed level of English by age. 
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In order to collect usefully comparable data, the survey included a question for the 
respondents to indicate whether they have ever lived in an English-speaking country 
and, if so, where and for how long. Only 14 people out of 103 answered positively, and 
the countries mentioned are the United Kingdom (9), the United States (2), Ireland (1), 
both the United Kingdom and the United States (1), and both the United Kingdom and 
Ireland (1). As for the period of time spent in these Anglophone country(-ies), 6 
participants answered 1-3 months, 5 selected the option 4-6 months, 2 ticked the box 
7-12 months and only one person lived there for 1-3 years. 
When asked how they would rate their mood just before watching the videos – 
a question included following the expectation that the mood may be a factor 
contributing to the degree of appreciation of the clips – only 16 respondents picked a 
number lower than or equal to 5, on a scale of values ranging from 0 to 10, where 0 
stands for ‘very bad’ and 10 for ‘very good’. All the others were in a positive mood, as 
the values of 6, 7, 8, 9 and 10 were chosen by 10, 22, 31, 13 and 11 respondents 
respectively. Participants were also asked to assess their sense of humour using the 
same 0-10 scale and only four of them selected a number from the lower half (two 
opted for 4 and another two for 5). The majority of the other 99 respondents (34) rated 
their sense of humour with 8, followed by those who have an even better consideration 
of their way of dealing with humour (26) and opted for 9. Finally, the scores of 6, 7 and 
10 were selected by 20, 12 and 7 participants respectively. 
 
 
Chart 5. Participants’ self-assessed mood and sense of humour by gender. 
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documentaries, videos of any sort, etc.) in English, and whether they do so with or 
without Italian or English subtitles. The answers to this question and to the following 
two could clarify certain findings, should there be a connection between the frequency, 
if any, with which people watch audiovisual material in English and the extent to which 
they enjoyed watching the three Eddie Izzard’s clips selected for this study. On a scale 
going from 0 to 7, where 0 stands for never and 7 for seven days a week, as many as 
37 respondents – covering the entire age group of the sample (18-69) – stated that 
they never watch any videos in English during a typical week. The second largest 
group is composed of those who watch audiovisual products in English one day a week 
(23), followed by those who do this two (14) or three days a week (10). Lastly, a total of 
only 19 respondents out of 103 watch audiovisual material in English four (6), five (5), 
six (3) or seven (5) days a week.  
 
 
Chart 6. How often, during a typical week, participants watch audiovisual material in 
English. 
Among the entire sample of participants, only 7 of them never use Italian subtitles and 
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those in English, although overall rarely. The group of 15 people who sometimes opt 
for Italian subtitles tend to use the English ones with the same frequency, whereas 
those who often use Italian subtitles are 13, and they do not always choose those in 
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subtitles either, whereas the other three stated that they have English subtitles on the 
screen rarely, sometimes or always. Based on the data collected, it emerges that all 
the participants who watch audiovisual products in English at least once a week are 
used to having Italian or English subtitles alternatively or exclusively, except for one of 
them who never relies on any. 
 
 
Chart 7. How often participants who answered with a number from 1 to 7 use Italian 
subtitles. 
 
Chart 8. How often participants who answered with a number from 1 to 7 use English 
subtitles. 
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4.5 Conclusions 
This chapter introduced the data collection methods adopted for this research project. 
They comprise of two main tools: an online survey questionnaire and a portable eye 
tracker (both hardware and software). In particular, Section 4.2 centred on the 
questionnaire, which was designed for the purpose of this study by using a freely 
available survey tool, Google Form, and drawing upon the relevant literature on 
questionnaire design, mainly from the field of social sciences. Moreover, this section 
described the overall structure of the questionnaire and the different types of questions 
and answers that were used, as well as the rationale behind them. 
As for the eye-tracking technology, this was shown in Section 4.3, which 
highlighted the reasons for which the GP3 Desktop Eye Tracker was chosen among 
the others on the market for this study. Indeed, it represented an option at a highly 
competitive price, and it was portable – and easily so thanks to its dimensions and 
weight. Indeed, this tool was used in an experiment that was carried out across 
different areas of Italy, so as to collect data from Italian native speakers, based in their 
home country, while watching Eddie Izzard’s stand-up comedy with Italian subtitles. 
This section also provided an overview of the technical features of this eye-tracking 
hardware and software, including details on the different types of data that it collects 
when recording participants’ eye behaviour. 
Finally, Section 4.4 started with an explanation of the methods used to sample 
the 103 Italian participants who voluntarily took part in the final study – the same 
methods were applied to sample the 15 respondents of the pilot study. Subsequently, 
this section offered a comprehensive illustration of the sample of 103 respondents, 
which is composed of 52 men and 51 women living in Italy and whose age spans from 
18 to 69. They have various religious views (e.g. Catholic, atheist, agnostic), levels of 
education (e.g. secondary school, BA/BSc, MA/MSc and PhD) and levels of English 
competence (from null to C1). Furthermore, they all have different habits with respect 
to how often (if ever) they watch audiovisual products in English during a typical week, 
and whether they do so with or without Italian and/or English subtitles.  
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5  
Methodology II: Pilot Study 
5.1 Introduction 
This chapter presents the second part of the methodology and it focuses on the pilot 
study that was carried out on a sample of 15 participants. The aim was to ensure that 
any issues, hindrances and limitations encountered – regarding the questionnaire, the 
viewing experience, the eye-tracking technology and the respondents in general – 
could be fixed before conducting the research on the larger sample of 103 participants 
in the final study. 
Section 5.2 details the features of the 15 Italians who took part in the pilot 
study, based on their answers to the demographic questions of the survey 
questionnaire. It is worth bearing in mind that, in this preliminary study, a first draft of 
the questionnaire was administered and tested (see Appendix 1.1) so that any potential 
flaws and shortcomings could emerge and be dealt with before undertaking the data 
collection of the final larger-scale study. This section also provides an overview of the 
results obtained by means of the questionnaire with respect to the respondents’ 
perception of the clips and of their attention distribution over subtitles and images. 
Moreover, it presents their opinion on certain aspects related to the experience of 
watching some British stand-up comedy with Italian subtitles – e.g. any potential 
obstacles that may have hindered said experience or any factors that 
disturbed/distracted them, helped them better understand the humour or played a 
neutral role. 
Section 5.3 illustrates the approach adopted in processing and filtering the eye-
tracking data collected during the pilot study. It focuses on the different stages that 
were undertaken in order to make sure that, once the final study was carried out and 
the eye-tracking data were collected, I would know precisely how to use and analyse 
those data. Therefore, a few cases from the pilot study are taken as examples. In 
particular, the section includes graphic elements such as screenshots of a participant’s 
viewing performance (e.g. fixation maps and heat maps), tables reporting a 
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participant’s fixations as they appear in the spreadsheets produced by the software, 
screenshots of said spreadsheets showing the filtering formulas applied to the data, 
and various charts built on the filtered, “clean” data.  
Section 5.4 underscores the consequences of the pilot study and, thus, the 
issues encountered during the collection of the questionnaire data and the eye-tracking 
data, as well as during the processing stage of the latter. Subsequently, it discusses 
the amendments that were made to the methodology and to the use of the tools 
involved in it (i.e. the questionnaire and the eye tracker) so as to make them as smooth 
and flawless as possible.  
Section 5.5 offers the conclusions of the chapter by summarising the pilot study 
results and, especially, what they revealed from a methodological point of view. 
Furthermore, it outlines the measures taken to fix the problems detected and improve 
the qualitative and quantitative methods adopted, and thus the accuracy, the validity 
and the ecology of the data. 
5.2 Questionnaire Data 
The pilot study was carried out on a sample of 15 Italian native speakers living in Italy 
(see Table 2), 8 of which are women and 7 are men. They are from the regions of 
Basilicata, Lazio, Lombardia, Toscana, and Umbria, and their age is between 24 and 
67. As regards their religious belief, 10 of them are Catholic, while the others are 
mainly atheists or agnostics. As for their highest level of education, 5 of them have a 
high-school qualification, whereas the other 10 took a 4-year laurea degree, a 3-year 
bachelor degree or a 2-year master degree. In terms of English knowledge, the 
following levels emerge from the participants’ self-assessment: 3 null, 3 basic (A1), 5 
intermediate (B1), 2 higher intermediate (B2) and 2 advanced (C1). Moreover, 5 
respondents lived in an English-speaking country such as Canada (1), Ireland (1), the 
United Kingdom (1) and the United States (2), for a few months or a few years. 
Regarding how the participants self-assessed their mood at the moment of the 
experiment and their general sense of humour, the majority of them rated both 
positively with numbers going from 7 to 10. The responses also indicate that most of 
these participants usually watch audiovisual products in English at least once a week, 
and that the use of Italian subtitles is much more frequent than that of English subtitles. 
Finally, only one of the respondents had heard of Eddie Izzard before.  
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Factors No. of participants 
Sex Male 7 Female 8 
Age 
20 – 29 4 
30 – 39 5 
40 – 49 3 
50 – 59 1 
60 – 69 2 
Religion 
Catholic 10 
Atheist 2 
Agnostic 2 
Other 1 
Education 
Secondary 5 
Higher 10 
English level 
None 3 
A1 – A2 3 
B1 – B2 7 
C1 2 
Videos watched in 
English… 
Zero days/week 3 
1 – 3 days/week 8 
4 – 7 days/week 4 
Table 2. Summary of the main features of the sample of participants of the pilot study. 
The study was conducted at each respondent’s place, in a dark room, making sure that 
the distance between the participant and the eye tracker, as well as the eye tracker and 
the laptop screen were ideal, and that they remained, as far as possible, constant 
during the experiment. Firstly, each participant was asked to read the Informed 
Consent Form (see Appendix 2.1) and sign it, provided that they agreed to take part in 
the study after learning about it in detail. Secondly, the volunteers were asked to fill in 
the first part of the questionnaire (questions no. 1 to 14 of Appendix 1.1) so as to 
provide all their relevant personal information (except for their name and surname). 
Thirdly, they received instructions on the ideal sitting position to maintain during the 
viewing stage of the experiment, and the eye tracker was calibrated. Subsequently, the 
participants had to watch a video of 19 minutes and 42 seconds, which was composed 
of three clips of about 6 minutes and 30 seconds each. Lastly, they were requested to 
fill in the second part of the questionnaire (questions no. 15 to 29 of Appendix 1.1) so 
as to express their reaction to the sketches and to the entire viewing experience as 
soon as the video ended. Both the pre-screening and the post-screening completion of 
the questionnaire took place electronically and in my presence. 
The results obtained by means of the questionnaire are discussed below based 
on the responses given by the 15 participants. However, this section does not present 
the full interpretation of the results with an approach as detailed as that reserved to the 
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final study in Chapter 6 and Chapter 7. Indeed, due to the very nature of the pilot study, 
following which certain parts of the experiment were amended and improved, here the 
questionnaire data are presented only in a descriptive way and without illustrating the 
features of the various groups of Italians who reacted to a certain aspect of a clip in the 
same way. Therefore, the present section provides three charts for each clip so as to 
show the number of respondents who found the sketches funny, offensive and different 
from Italian humour, and the extent to which this applies, from a linguistic, thematic and 
visual perspective. Moreover, the participants’ answers to the other questions relating 
to the entire viewing experience are mentioned. These results are taken into account to 
simply observe whether the trends emerging from this small-scale study of only 15 
respondents are at all similar to the findings of the final large-scale study involving 103 
participants.  
As regards the clip taken from Dress to Kill, in which Eddie Izzard talks about 
dictators, the British royal family, colonialism and the Second World War, most 
respondents perceived it as funny on a linguistic, thematic and visual level, mainly to a 
certain degree but also to a large degree (see Chart 9). Furthermore, the majority of 
them did not find the sketch offensive at all or only a little, especially from a visual 
perspective, whereas one person rated its contents and how the topic was addressed 
as offensive to a certain degree (see Chart 10). Reactions were more varied with 
respect to how different this type of humour is from the Italian. Indeed, all of them 
spotted some linguistic and thematic dissimilarities, to various degrees; similar figures 
concern the visual component of the clip, regarding which only one person did not find 
the sketch different from Italian humour (see Chart 11).  
 
 
Chart 9. How funny Dress to Kill was for the participants (pilot study). 
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Chart 10. How offensive Dress to Kill was for the participants (pilot study). 
 
Chart 11. How different from Italian humour Dress to Kill was for the participants (pilot 
study). 
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help to the overall understanding, whereas the audience’s laughter mainly emerged as 
an insignificant aspect. 
As far as the clip taken from Circle is concerned, here Eddie Izzard talks about 
Catholic popes, a potential TV series starring a superhero called Popeman and an altar 
boy on a mission to chastise sinners, as well as Jesus and the Last Supper. As the 
below charts show, the majority of the participants found it fairly or very amusing on a 
linguistic, thematic and visual level, although 6 respondents (4 of which are Catholic) 
rated it as visually entertaining only to a small degree, and another one (a Catholic) did 
not find the topics funny at all (see Chart 12). It is important to note that most 
volunteers did not consider the sketch as offensive linguistically, thematically, and 
visually (see Chart 13). However, 4 of the Catholic respondents deemed the language 
used and the subjects addressed as a little offensive, whereas another one found the 
themes and the visual aspects offensive to a certain degree. Moreover, the majority of 
the participants assessed the clip as different from Italian humour on all levels to some 
extent (see Chart 14), and most of those who perceived this to a certain degree or to a 
large degree are Catholic.  
 
 
Chart 12. How funny Circle was for the participants (pilot study). 
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Chart 13. How offensive Circle was for the participants (pilot study). 
 
Chart 14. How different from Italian humour Circle was for the participants (pilot study). 
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on the viewing experience of 6 respondents. As far as the audience’s laughter is 
concerned, it played a neutral role for 9 participants. 
As for the sketch taken from Stripped, the main topics covered by Eddie Izzard 
are science vs religion, the non-existence of God, the fact that dinosaurs did not have 
churches and did not write any poetry, as well as Intelligent Design and the 
uselessness of the appendix. Overall, this was the least appreciated of the three 
sketches. Indeed, it was perceived as funny mainly to a small and to a certain degree 
(see Chart 15). However, 4 participants (3 of which are Catholic) thought that the 
themes were very amusing, and another 8 respondents (6 of which are Catholic) rated 
the clip as quite funny on a linguistic level. Only one participant (a Catholic one) did not 
find it entertaining for any of its features. Moreover, the majority of the respondents did 
not assess it as offensive, on any level; only a few Catholics considered it as such to a 
small degree, mainly from a linguistic (5) and a thematic point of view (3) (see Chart 
16). The participants’ answers also reveal that this type of humour is different from 
Italian humour to a small, a certain or a large degree for most of them, especially for 
the language used and the subjects addressed (see Chart 17).  
 
 
Chart 15. How funny Stripped was for the participants (pilot study). 
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Chart 16. How offensive Stripped was for the participants (pilot study). 
 
Chart 17. How different from Italian humour Stripped was for the participants (pilot 
study). 
As regards the participants’ attention, this was on the subtitles to a certain degree for 
11 of them and to a large degree for another 3 of them. Moreover, 10 respondents 
concentrated on the images to a large degree and to a certain degree (respectively 5 
and 5), whereas the other 5 respondents opted for ‘To a small degree’ (4) and ‘Not at 
all’ (1). The majority of the participants could follow the subtitles with no problems or 
only a few; indeed, only 2 of them found it rather difficult owing to their length and 
speed, and also because they are not very used to them. Finally, the factors that 
mostly helped understand the sketch were the comedian’s voice (the English audio) 
and his body language for 9 and 11 participants respectively. The remaining 
respondents mainly ascribed a neutral role to these two elements, which also applies, 
overall, to the audience’s laughter. 
10	  
12	  
14	  
5	  
3	  
1	  
0	   0	   0	  0	   0	   0	  
0	  
2	  
4	  
6	  
8	  
10	  
12	  
14	  
Linguis6c	   Thema6c	   Visual	  
N
o.
	  o
f	  p
ar
)c
ip
an
ts
	  
Stripped	  -­‐	  Oﬀensive	  
Not	  at	  all	  
To	  a	  small	  degree	  
To	  a	  certain	  degree	  
To	  a	  large	  degree	  
0	   0	  
4	  4	  
6	  
5	  
8	  
4	   4	  
3	  
5	  
2	  
0	  
2	  
4	  
6	  
8	  
10	  
12	  
14	  
Linguis6c	   Thema6c	   Visual	  
N
o.
	  o
f	  p
ar
)c
ip
an
ts
	  
Stripped	  -­‐	  Diﬀerent	  from	  Italian	  humour	  
Not	  at	  all	  
To	  a	  small	  degree	  
To	  a	  certain	  degree	  
To	  a	  large	  degree	  
 
 
118 
5.3 Eye-Tracking Data 
In terms of quantitative data, watching the videos recorded by the Gazepoint software 
for each participant resulted in being the most immediate and graphic way of observing 
such data and, thus, the viewers’ prima facie eye behaviour. The software allows us to 
choose among heat maps, fixation maps, opacity maps and bee swarms, which can be 
displayed for one participant only or for more of them simultaneously; it is also possible 
to view all the fixations recorded throughout the screening of a clip. Figure 5 and Figure 
6 illustrate most of the aforementioned features as they appear in four screenshots 
taken from the case of User 1. As regards the fixation map, in particular, the red dots 
are the fixations and their size is directly proportional to their duration, whereas each 
red line that connects one of them to the other is a saccade, namely a rapid movement 
of the eye from one point of attention to another. 
 
  
Figure 5. Fixation map and heat map. 
  Figure 6. Opacity map and map of all the fixations tracked. 
If enabled, the video includes a window displaying the participant’s eyes throughout the 
entire video (see Figure 7). This feature is very important as it helps spotting 
immediately the cases that may have to be excluded from the study, for example if the 
eyes went out of the eye tracker range for a significant amount of time, thus resulting in 
unsatisfactory data in terms of quantity and/or quality. For instance, for User 14, both 
the output video and the fixations spreadsheet showed that the experiment could not 
be considered as valid. Indeed, from the former it emerges that the volunteer 
constantly moved and shifted on the chair, whereas the latter presents a remarkably 
small number of fixations tracked by the hardware and software.  
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Figure 7. Screenshot of a participant’s performance – correct position lost after 20 
seconds. The participant’s face is partly blurred to protect his/her anonymity. 
From Figure 7 (from Dress to Kill), it can be seen that the participant lost the ideal 
sitting position 20 seconds after the beginning of the video and then kept changing it 
(see Figure 8 from Stripped), to the point that the Fixations file only presents 266 
fixations, of which 119 would have to undergo further manual filtering operations. 
 
 
Figure 8. Correct position completely lost and eyes out of the eye tracker range. 
After watching the video and filling in the second part of the questionnaire, the 
participant immediately proved to be aware of this and explained that she suffers from 
a light form of Attention Deficit Disorder that would normally lead her to stop watching a 
film after 5-10 minutes and then start again after a while. Although in this case both the 
video and the number of fixations revealed an existing issue, there are others for which 
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it would not be enough or accurate to only rely on the numerical data as, although they 
may fall within the average figures (about 850 fixations/clip), they may hide some 
significant problems that only the video can show.  
In order to make sure that only valid cases would be taken into account and 
analysed, firstly I decided to export and watch the videos recorded by the software for 
each participant’s performance. The aim of this operation was to exclude any cases 
that were clearly invalid, due to the loss of the correct position for 10 seconds or more 
in a row, or for a total time that would imply the loss of 20% or more of the total 
duration of a clip. Secondly, I exported the data spreadsheets produced by the 
software and I worked on the dataset available for each participant so as to look into 
the figures characterising every fixation of each participant and then filter out any 
invalid ones. The second step, in particular, was felt as necessary after noticing from 
the fixation map of some of the participants that some of the saccades led to fixations 
that were not on screen, and still those fixations were included in the Fixations file, 
which is supposed to list the valid ones only. The following paragraphs detail the 
screening work that was carried out on the spreadsheets of each participant whose 
case passed the first stage of my selection – the process delineated below applies to 
both the pilot study and the final study. 
The maps illustrated in Figure 5 and Figure 6 are graphic representations of the 
two spreadsheets produced by the eye-tracking software for each participant, one 
including all the gazes and the other presenting only the valid fixations. The latter 
consists of a filtered, “cleaner” version of the former, which is why those data are taken 
into account and analysed. In order to explain this further, some relevant data taken 
from both spreadsheets and generated by the software for one of the pilot study 
participants (User 1) will be shown by focusing on the following six main parameters 
that characterise each fixation: FPOGX and FPOGY, FPOGS, FPOGD FPOGID, and 
FPOGV (see Table 1, p. 98). 
Bearing in mind what has been said above, the sections of tables reported 
below represent the first two fixations as they appear respectively in the User 1_all 
gaze.xlsx and in the User 1_fixations.xlsx files: 
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User 1_all gaze.xlsx 
FPOGX FPOGY FPOGS FPOGD FPOGID FPOGV 
0.31858 0.17132 -0.23291 0.23291 1 1 
0.36007 0.14215 -0.23291 0.23291 1 0 
0.38545 0.14848 -0.23291 0.23291 1 0 
0.42155 0.15935 -0.23291 0.23291 1 0 
0.46596 0.17139 -0.23291 0.23291 1 0 
0.46159 0.14785 -0.23291 0.23291 1 0 
0.46379 0.13575 -0.23291 0.23291 1 0 
0.46496 0.13242 0.06299 0.35181 2 1 
0.45974 0.13505 0.06299 0.06982 2 1 
0.45795 0.14175 0.06299 0.08472 2 1 
0.45667 0.14657 0.06299 0.09863 2 1 
0.45261 0.14629 0.06299 0.11499 2 1 
0.45142 0.146 0.06299 0.1311 2 1 
0.45047 0.14578 0.06299 0.14771 2 1 
0.44773 0.14601 0.06299 0.16406 2 1 
0.44645 0.14606 0.06299 0.18042 2 1 
0.44535 0.14571 0.06299 0.19678 2 1 
0.44508 0.14633 0.06299 0.21338 2 1 
0.4467 0.14826 0.06299 0.23022 2 1 
0.44813 0.15028 0.06299 0.24658 2 1 
0.45121 0.15554 0.06299 0.26294 2 1 
0.45234 0.17356 0.06299 0.27954 2 1 
0.45142 0.21511 0.06299 0.27954 2 0 
0.44124 0.4033 0.06299 0.27954 2 0 
0.43552 0.48275 0.06299 0.27954 2 0 
0.42652 0.62595 0.06299 0.27954 2 0 
0.42903 0.57578 0.06299 0.27954 2 0 
0.42905 0.54156 0.06299 0.27954 2 0 
0.42968 0.48782 0.06299 0.27954 2 0 
0.42124 0.455 0.06299 0.27954 2 0 
0.41339 0.43067 0.06299 0.27954 2 0 
Table 3. First two fixations of User 1 (pilot study), as they appear in the All-Gaze Excel 
file. 
User 1_fixations.xlsx 
FPOGX FPOGY FPOGS FPOGD FPOGID FPOGV 
0.31858 0.17132 -0.23291 0.23291 1 1 
0.45234 0.17356 0.06299 0.27954 2 1 
Table 4. First two fixations of User 1 (pilot study), as they appear in the Fixations Excel 
file. 
The differences between the two files raised several doubts in reference to the 
following issues: 
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1. When FPOGX and/or FPOGY of a fixation are lower than 0 or higher than 1 (i.e. 
the fixation is not within the x and y axes), should that fixation not be regarded as 
invalid, even though the software included it in the file as a valid fixation? Should 
fixations having FPOGX and/or FPOGY lower than 0 or higher than 1 not be 
considered as being outside the screen (as Duchowski 2007: 139 also 
suggests)? If so, i.e. if the participant’s eyes were not entirely on the screen at a 
certain point, how could the eye tracker track that gaze?  
2. In the Fixations file, if the BPOG of a certain fixation is flagged as invalid 
(BPOGV=0), should that fixation be still considered as valid? 
3. As regards the two data sheets produced by the software for each participant, 
since it is not clear how each series of fixations labelled with the same ID number 
in the All-Gaze file is presented as one fixation only in the Fixations file by the 
software, it would appear as more accurate to work on the All-Gaze file and apply 
some filters by excluding the fixations flagged as invalid (FPOGV=0) and those 
that technically are outside the screen (FPOGX and FPOGY <0 or >1). However, 
should the BPOGV=0 and BPOGX and BPOGY lower than 0 or greater than 1 
also be excluded? Or should BPOG be ignored altogether? It is not clear from the 
API file (Gazepoint 2013) which of the two parameters (between FPOG and 
BPOG) represents the actual point where the gaze of a participant was at a 
certain point. 
4. When working on the All-Gaze file, a way to “sum up” a series of fixations 
labelled with the same ID number into one single fixation could be to calculate 
the average FPOGX, FPOGY and FPOGD of that series of fixations and use the 
resulting values, and then to do this for each series of fixations. Is this correct? 
Some of the questions above stemmed from some discrepancies emerging from the 
readings given by the eye-tracking system, and the definitions provided in the manual 
for the different parameters did not seem exhaustive enough. It was deemed as 
necessary to confirm my assumptions with the programmer and developer of the eye-
tracking equipment, Craig Hennessey29. Therefore, I contacted him to clarify the 
perceived discrepancies and the probable explanations that I had formulated. In a 
personal communication, he provided the following answers and clarifications to the 
four questions and issues listed above: 
                                                
29 Dr Craig Hennessy is the founder of Gazepoint. Personal communication 3-4 June 2015. 
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1. He confirmed that the top left corner of the screen is 0,0, and the bottom right 
corner is 1,1. Nonetheless, depending on the application, there are cases in 
which we may want to know if the user’s gaze is slightly off the screen, ‘for 
example glancing down to Y=1.2 might bring up an on-screen menu’. He 
explained that ‘the fixation algorithm tracks fixations, but does not judge the 
content that the users are looking at (which doesn’t have to be a computer 
screen either)’. Regarding my application, which involves subjects watching a 
video, he argued that most of their gaze should be on the video, although ‘they 
may relax their eyes or look around the scene such as any text on the screen 
bezel, the eye-tracker below, etc.’ Therefore, he suggested that any of these 
fixations that are not meaningful for my data analysis should be discarded, and 
he confirmed my idea of excluding fixations that are lower than 0 or greater than 
1 on the x and/or y axes. 
2. He stated that I should not consider the BPOG in the Fixations file, ‘as that is only 
a single gaze point whereas the FPOGX/Y data is the average location of the 
fixation for the entire duration of the fixation’. Therefore, only FPOGX and 
FPOGY should be used. 
3. He advised me to completely ignore BPOG as the readings collected under this 
category are ‘the “raw” gaze data, i.e. gaze computed at 60 Hz (or 16.6 ms)’. 
What I should focus on is the fixations, ‘which are when the user actually sees 
the content which lasts 100 ms to 1-2 seconds’. As he reiterated, I should 
concentrate on ‘FPOG (fixation filtered).’ 
4. He emphasised that the easiest solution is to simply use the XXXX_fixations.xlsx 
file, and not the XXXX_all gaze.xlsx file. Indeed, the former ‘sums up all the “raw” 
data within a fixation and computes the centroid (average). This is the same as 
the last valid=1 line for a particular fixation id = X in the ALL gaze file.’ 
It is interesting to note that answer no. 4 seems to rely on the same principle described 
by Duchowski (2007: 152), who explains that ‘[o]nce each GIP [Gaze Intersection 
Point] has been classified, each string of consecutive fixation GIPs is condensed to a 
single fixation point by finding the centroid of the group’. 
Overall, it emerged that complex methods of analysis of the data obtained from 
the eye-tracking equipment used for this project could be better handled by 
computational analysts or computer scientists. In-depth methods of analysis could, in 
fact, be only applied if the data were processed by algorithm experts. Although such 
approach is not excluded a priori for further research in this area, for the purpose of this 
study, it was not possible to work with a computer scientist. This was due to both 
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ethical reasons (for a matter of integrity and originality, the doctoral research work must 
be clearly and recognizably attributed to the candidate as a single author) and the 
feasibility of the study in the time given after the data collection. As a consequence, a 
solution was found in the adoption of the following three-step procedure, as it ensured 
a reliable and comprehensive analysis and interpretation of the data: 
1. The Fixations file generated by the software for each participant was used to 
analyse the data collected for each one of them – it is important to note that each 
fixation in this file is selected among the others composing the same series of 
fixations by means of a confidential proprietary algorithm belonging to Gazepoint. 
2. Within the Fixations file, the focus is on the parameters that specify each fixation, 
i.e. FPOGX, FPOGY, FPOGS, FPOGD, FPOGID and FPOGV (see Table 1, p. 
98). Furthermore, as suggested by Hennessey, the BPOG data were ignored 
altogether. 
3. Although the Fixations file is supposed to only include valid fixations – indeed, all 
the fixations in this file are flagged as such (FPOGV = 1) – sometimes it may 
include some ‘noisy’ data (as also experienced by Duchowski 2007: 152). For 
this reason, the following filters and conditions were applied so as to ensure a 
higher level of accuracy. In order to compensate for any slight malfunction or loss 
in calibration of the eye-tracking hardware and software, an extra 0.1 point of the 
screen was taken into account so that the top left corner of the screen was -0.1 – 
-0.1, and the bottom right corner was 1.1 – 1.1. In this way, any fixations that may 
have been recorded as being outside of the screen range (and were inside of it 
instead) by a maximum of 0.1 could be included. 
Once the complex data had been acquired through the experiment, each Fixations file 
was imported into a standard-user MS Excel 2013; the software was not modified with 
any macro and was used as “off-the-shelf” data analysis package. In order to show 
how the above filters were applied and what they resulted in, a screenshot of the User 
1_fixations.xlsx file with the formula used to highlight any cases of fixations that were 
outside the aforementioned screen range is reported below (see Figure 9), followed by 
another screenshot presenting the data that cannot be considered as valid (see Figure 
10): 
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Figure 9. Screenshot of User 1’s Fixations Excel file showing the formula used to filter 
out the invalid fixations.30 
As can be noticed from the above image, the formula 
=IF(G2>=-0.1, IF(G2<=1.1,G2),0) 
was applied so as to filter and eliminate any fixations that are invalid due to FPOGX≤-
0.1 and FPOGX≥1.1, and FPOGY≤-0.1 and FPOGY≥1.1. As a result, all the fixations 
that did not meet the criteria set in the formula were marked as invalid or, as Excel 
defines them, “FALSE”, as the below image shows: 
 
                                                
30 As the Italian version of Office was used, the formula presents the word “SE”, which stands 
for “IF” – this also applies to the following similar figures included in this section. 
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Figure 10. Screenshot of User 1’s Fixations Excel file showing the fixations marked as 
invalid based on the formula applied.31  
As we can see from Figure 10, there are cases in which a fixation was outside the 
screen range with relation to both the x axis and the y axis (see row 2226); indeed, 
these values are FPOGX=1.3332 and FPOGY=1.48267, which are both higher than 
1.1. However, there are also cases in which a fixation has to be considered as invalid 
owing to its position on only one of the axes. For instance, the fixation at row 417 is 
perfectly valid on the x axis as its value is FPOGX=0.54817, whereas it is outside of 
our screen range on the y axis, although only by a mere 0.10795, as its value is 
FPOGY=1.10795. When commenting on previous findings in early eye-tracking 
research (Findlay 1992; O’Regan 1992), Duchowski brings to the fore a set of issues 
that I also encountered in the data collected. In particular, ‘when an orienting visual 
response (eye movement) is made to a target pair consisting of two neighboring but 
separated elements, the first saccade lands in between the two elements’, and he adds 
that ‘[d]ue to oculomotor constraints or scanning strategies, the eye does not always 
land at the optimal spot’ (Duchowski 2007: 215). 
As already mentioned and as per Hennessey’s advice, I decided to rely upon 
the Fixations file for the analysis of the eye-tracking data, and it is worth pointing out 
that all the fixations included by the software in this spreadsheet are above a threshold 
that is generally considered as the minimum duration for a fixation to be defined as 
such, i.e. 100 ms (see Salvucci and Goldberg 2000: 72, 74; Josephson and Holmes 
                                                
31 As the Italian version of Office was used, the data that do not meet the conditions created by 
means of the formula are marked as “FALSO”, which stands for “FALSE”. 
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2006: 157; O’Brien 2010: 156; Perego et al. 2010: 256; Secară 2011: 162; Rajendran 
et al. 2013: 16). 
Once filtered, the data of each participant can be processed into graphs so as 
to better observe their underlying meaning. Using the data of the file so far taken as an 
example (User 1_fixations.xlsx), it is possible to build a chart that illustrates the position 
of every single valid fixation over the screen and, precisely, in the subtitle area and in 
the image area – these two areas have been divided by inserting a red line. 
 
 
Chart 18. How User 1’s fixations distribute on the screen for the three clips. 
In order to create the above chart, the exact point of the threshold line dividing the 
subtitle area and the image area was calculated by using the eye tracker and 
positioning the cursor arrow precisely on top of the highest point at which the subtitles 
appear, and this point resulted in being y=0.74. Subsequently, a formula was applied to 
count the number of fixations that are in the subtitle area and those that are in the 
image area, as the following screenshot taken from User 1’s fixations Excel file shows: 
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Figure 11. Screenshot of User 1’s Fixations Excel file showing the formula used to 
count the fixations on the subtitles and those on the images.  
Thus, the formula  
=IF(C4>=0.74,1,0) 
was used so that Excel could mark any FPOGY≥0.74 (i.e. fixation in the subtitle area) 
as 1 and any FPOGY≤0.74 (i.e. fixations in the image area) as 0, in the column where 
the fixations that are on the subtitles are counted (see Column F). Subsequently, the 
opposite was done in the column where the fixations that are on the images are 
counted (see Column H) – here I asked Excel to mark any FPOGY≥0.74 (i.e. fixations 
in the subtitle area) as 0 and any FPOGY≤0.74 (i.e. fixations in the image area) as 1. 
The values at F3 and H3 are the result of the sum of all the 1s found respectively in 
Column F and Column H, using the formulas =SUM(F4:F2468) and =SUM(H4:H2468), 
where 2468 is the total number of valid fixations available for User 1, for the three clips. 
As for the values at E3 and G3, they simply represent the percentage of fixations that 
are on the subtitles and of those that are on the images, which was obtained using the 
formulas =F3/(F3+H3) and =H3/(F3+H3) respectively. 
To sum up, all the data processing stages outlined up to this point allow us to 
have for each participant a Fixations file that includes only the truly valid fixations. 
These are the ones that resulted in being valid after applying the filters shown in this 
section to the data of said file – and, thus, to the fixations that are marked as valid by 
the software but, in fact, may not all necessarily be so. As we have seen, these clean 
data were further processed to divide the resulting valid fixations into those that are on 
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the subtitle area and those that are on the image area. This last aspect is particularly 
significant for the purpose of this study, as it enables to examine each participant’s 
attention distribution and then compare the results to their own perception of it. Indeed, 
respondents are asked, for each clip, to what extent they focused on the subtitles and 
on the images (e.g. see question no. 16 in Appendix 1.2); and it is thanks to the 
combination of the eye-tracking data and the questionnaire data that research 
questions such as RQ3 can be answered. 
Once the aforementioned calculations are made, it is possible to build a chart 
displaying the total duration of fixations over the subtitle area and over the image area 
– an example is reported below for User 1: 
 
 
Chart 19. Total duration of User 1’s fixations on the subtitles and on the images, as well 
as lost fixations. 
In order to create Chart 19, a formula similar to the one illustrated in Figure 11 was 
applied. This time a different parameter is taken into account and that is the duration of 
each fixation, namely FPOGD, as the following screenshot shows: 
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Figure 12. Screenshot of User 1’s Fixations Excel file showing the formula used to 
count the duration of the fixations on the subtitles and of those on the images.  
By using the formula  
=IF(F4=1,A15,0) 
I asked Excel to report in Column L the duration of each fixation that is on the subtitles 
and in Column N the duration of each fixation that is on the images; any fixation that is 
not on the subtitles appears as 0 in Column L and any fixation that is not on the images 
is marked as 0 in Column N. The values at L3 and N3 represent the sum of all the 
fixation durations found in relation to the subtitles and the images in Column L and 
Column N respectively, using the formulas =SUM(L4:L2468) and =SUM(N4:N2468). As 
regards the values at K3 and M3, they respectively express in percentage the total 
duration of the fixations on the subtitles and the total duration of the fixations on the 
images – they are calculated using the formulas =L3/(L3+N3) and =N3/(L3+N3) 
respectively. At this stage, the total durations represented in Chart 19 were calculated, 
as the following screenshot from User 1’s fixations Excel file illustrates: 
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Figure 13. Screenshot of User 1’s Fixations Excel file showing the formula used to 
calculate the total time spent looking at the subtitles and/or at the images, and the time 
spent on neither of them. 
The formulas used to obtain the values of Columns Q, R and S are the following: 
1. Q2=L3/60 and R2=N3/60 to convert the total duration of the subtitle fixations and 
of the image fixations into minutes; 
2. Q3=INT(Q2) and R3=INT(R2) to extract the integral number of the total durations, 
i.e. the number of minutes; 
3. Q4=(Q2-Q3)*60 and R4=(R2-R3)*60 to convert the decimal number of the total 
durations into seconds and milliseconds; 
4. Q5 and R5 had to be written manually by copying respectively Q3 and Q4, and 
R3 and R4; 
5. S5=T5-(Q5+R5), where T5 was inserted manually, to calculate the total duration 
of the fixations that were neither on the subtitles nor on the images. 
The identification of each single fixation that was on the subtitles or on the images, and 
of its duration represents a very important tool, as it also allows the calculation of the 
mean fixation duration (MFD) on the subtitles and on the images for each participant, 
and then for all of them (see Chapter 8). Kruger et al. (2015: online) explain that 
‘[w]ithin the same activity (e.g. reading), longer mean fixation durations could therefore 
be said to reflect more cognitive processing and higher cognitive load’. The scholars 
state this after making reference to Irwin (2004: 94), who wrote: ‘fixation location 
corresponds to the spatial locus of cognitive processing and that fixation or gaze 
duration corresponds to the duration of cognitive processing of the material located at 
fixation’.  
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Returning to the type of analysis and the resulting chart delineated above, they 
are highly significant as they reveal the total duration of the fixations that were on 
neither of the two areas, because the data linked to those fixations were not valid and 
needed to be filtered out or they were not collected at all. For User 1, as we have seen, 
these fixations equal a total of 1 minute and 28 seconds. This means that, over a total 
duration of 19 minutes and 42 seconds, 0.074 seconds (less than one tenth of a 
second) are lost every second and, thus, 4.467 seconds are lost every minute. At this 
point, it is worth considering how long an eye blink normally lasts and its rate, as well 
as the fact that participants ‘may relax their eyes or look around the scene such as any 
text on the screen bezel, the eye-tracker below, etc.’ while watching the video (as 
Hennessey explained – see point 1, p. 123). Indeed, these factors clearly justify this 
time that results as being “lost”, as either the eyes were closed or they were not looking 
at the screen. In particular, regarding the eye blink duration and rate, ‘[h]uman adults 
blink approximately 12 times per minute and one blink lasts about 1/3 s’ (Kwon et al. 
2013: 1), which altogether equals an eye blink total duration of 4 seconds per minute 
and, thus, is not far from the figures reported above for User 1. However, it is essential 
to bear in mind that different factors – such as age, the status of the ocular surface and 
the level of mental activity – can influence the blinking activity (Cruz et al. 2011: 33). 
The type of blink that we refer to here is ‘spontaneous blinking’ that can be defined as 
‘an unconscious, transient, or brief closure of both upper eyelids that occurs in a highly 
symmetrical and coordinated fashion in the absence of any evident stimulus’, and that 
‘is essential for clarity of vision and for distributing the tear film over the ocular surface, 
thus maintaining tear film stability’ (Cruz et al. 2011: 29).  
The pilot study confirmed Duchowski’s assertion (2007: 139), that ‘[i]nevitably, 
noise will be registered due to the inherent instability of the eye, and worse, due to 
blinks’. As for the blinks, in particular, they produce ‘a strong signal perturbation’, and 
the way in which eye-tracking systems often deal with them is to either filter them out or 
to ‘return […] a value of (0,0) when the eye tracker “loses sight” of the salient features 
needed to record eye movements’ (ibid.). 
Overall, in the specific case of User 1, we are looking at the results related to a 
60-year old participant who stated in the questionnaire that her English competence is 
null, she never watches any audiovisual material in English and she is not used to 
subtitles. This justifies the percentage of fixations on subtitles being higher than that of 
fixations on images. However, the percentage and the duration of the fixations on the 
images appears as higher than expected, which can be clarified by taking into account 
some of the participant’s answers. Indeed, she stated that she paid attention to the 
images to a certain degree and that the comedian’s body language was essential for 
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her comprehension of the clips. It is important to note that there are parts of the clips 
during which there is less verbal humour and more non-verbal humour, sometimes 
even for 5-7 seconds in a row.  
5.4 Consequences of the pilot study: issues and amendments 
Based on what emerged from the pilot study, as far as the methodology is concerned, 
the experiment was adjusted and few aspects were amended before collecting data 
from the full sample of 103 participants.  
As regards the questionnaire – and as underlined in Section 4.2 – respondents 
were administered the first draft prepared for this study (see Appendix 1.1). According 
to their suggestions, the wording of question no. 9 was made clearer by adding ‘in total’ 
so as to avoid any ambiguity with respect to how to calculate the time spent in an 
English-speaking country. Moreover, they found it arduous to answer for each clip the 
questions related to the factors that may potentially cause some difficulties in following 
the subtitles, and those that may disturb/distract, be irrelevant or help the 
comprehension of the sketches (see questions no. 17-18, 22-23 and 27-28 in Appendix 
1.1). Therefore, they were asked only once for all the clips in the final study, which 
reduced repetitiveness and redundancy in the data collection, thus having a slimmer 
and more functional questionnaire, with the number of questions decreasing from 26-
29 to 22-25. 
As far as the eye-tracking data collection is concerned, some of the participants 
showed a few signs of eyestrain or attention drop; to be precise, from the recordings 
made by the eye-tracking software, it appeared that they tended to relax and lose the 
ideal sitting position when approaching or at some point during the third clip, as is clear 
from a screenshot of User 9’s performance below: 
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Figure 14. Screenshot of a participant’s performance – correct position lost towards the 
end. 
For the reasons explained above, the clips also underwent some editing and some 
parts were cut so as to reduce the total duration of the screening as much as possible. 
As a result, the total duration of the three videos used in the final study was 17 minutes 
and 30 seconds. 
Furthermore, in order to minimise the potential loss of data or the collection of 
invalid data, during the final study a lower screen light was used, as few participants 
wearing glasses as possible were involved, and they were not asked to use earphones 
or headphones. Indeed, in some cases, the eye tracker mistook the reflection caused 
by the screen light hitting the glasses frame or the earphones – or even the hair or a 
particularly shiny area of the face – for the pupil. These elements represent a source of 
noise and ‘causes for the eye tracker’s loss of proper imaging of the eye’ (Duchowski 
2007: 145). Below, Figure 15 illustrates the case of User 6 who wears glasses – after 
almost every eye blink, the eye tracker had difficulties in finding the pupils again and 
imaging them correctly, which is why data deriving from other reflections were 
mistakenly collected. 
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Figure 15. Screenshot of the performance of a participant wearing glasses. 
Furthermore, in the final study, I decided to process each participant’s eye-tracking 
data separately for each one of the three clips (as it will be clear from Chapter 8), 
whereas in the pilot study each participant’s data were treated as one single set for the 
entire video of 19 minutes and 42 seconds. This decision came after noticing that a 
separate analysis of the eye-tracking data made for each clip would have matched the 
level of detail and the structure of the questionnaire better. As a result, this approach 
would have made the eye-tracking data more functional and meaningful for the 
following comparison between such data and those collected by means of the 
questionnaire, on which some of the research questions of this study depend (see RQ3 
and RQ4). 
5.5 Conclusions 
This chapter discussed the pilot study that was conducted on a small sample of 15 
participants to test the methodological approach designed for this research project. 
Section 5.2 provided an insight into the sample of 15 voluntary participants who took 
part in the pilot study, their main demographic information, and their reaction to the 
three sketches as well as to their entire viewing experience. It is worth pointing out that 
Dress to Kill and Circle were perceived as entertaining by the majority of the 
respondents, and so was Stripped, although it resulted in being the least funny of the 
three clips. Moreover, overall, this type of humour was not rated as offensive or only to 
a small degree, and mainly in reference to its linguistic and thematic components. 
Finally, most of the respondents thought that the comedy of the clips is different from 
Italian humour to various degrees, on all levels – linguistic, thematic and visual alike. 
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Section 5.3 offered a detailed explanation of the decisions made with respect to 
how to process and analyse the eye-tracking data in the final study. In particular, as 
this research project did not include collaborative work in the data collection and 
analysis with fellow researchers in statistics or computing sciences, a simpler approach 
was adopted after consultation with the eye-tracking producing company, Gazepoint, 
and its research director and founder Craig Hennessey. To sum up, in order to observe 
the data, a specific spreadsheet produced by the software for each participant is 
considered, i.e. the Fixations file, as it lists all the valid fixations that have been filtered 
by the system based on a Gazepoint proprietary algorithm. Moreover, a few more filters 
described in this chapter are manually applied so as to ensure that all the data to be 
analysed are accurate and valid. The resulting valid fixations can be used to calculate 
some significant features of the respondents’ viewing behaviour such as the number of 
times that they looked at subtitles/images and the time spent fixating them. 
Section 5.4 centres on the revisions to the research design initiated by the pilot 
study; in preparation to the final study involving a sample of 103 participants (the 
results of which are examined in Chapters 6, 7 and 8), some parameters were 
adjusted. Firstly, the questionnaire was made less redundant and shorter by asking a 
set of two large questions only once for the three sketches (and not for each one of 
them), and one question was rephrased for increased accessibility and clarity. 
Secondly, the total duration of the clips was reduced from 19 minutes and 42 seconds 
to 17 minutes and 30 seconds. Indeed, although the entire screening stage is shorter 
by slightly more than two minutes only, this reduction enabled the experiment to fit in a 
shorter concentration cycle and could help participants approach the third clip with a 
higher level of attention. Lastly, the most significant adjustment following the pilot study 
was the decision of processing the eye-tracking data separately for each one of the 
three clips, thus mirroring the approach of the qualitative method. Indeed, the 
questionnaire asks respondents a set of specific questions about their perception of the 
sketches and of their attention distribution separately for each clip.  
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6  
Data Analysis: The Online Survey Questionnaire I 
6.1 Introduction 
This chapter delves into all the data collected using the online survey questionnaire 
that was purposely designed for this research project, as illustrated in Section 4.2. 
Section 6.2, Section 6.3 and Section 6.4 respectively discuss the findings 
related to the questionnaire data collected for the three clips taken from Dress to Kill, 
Circle and Stripped. For each video, participants’ answers are presented so as to 
highlight whether they found Eddie Izzard’s comedy funny, offensive and different from 
Italian humour, on what level (linguistic, thematic, visual), and to what extent (‘Not at 
all’, ‘To a small degree’, ‘To a certain degree’, ‘To a large degree’). Since language is 
the means through which the viewers received the comic’s verbal humour, the sections 
describe the various groups of respondents based on the answers given for the 
linguistic aspects of the sketches. Furthermore, charts and tables are provided as a 
visual support to show all the relevant results. The respondents’ answers are 
considered in relation to their personal details such as sex, age and education, as well 
as their religious stance, their knowledge of English and their living experience in an 
Anglophone country (if any). Indeed, this chapter aims to establish whether there is a 
connection between the degree of appreciation of a clip and all the relevant factors 
involved. For this reason, these sections also explore the possibility of any links 
existing between the participants’ viewing habits (e.g. how often they watch audiovisual 
material in English and whether with/without subtitles) and the extent to which they 
enjoyed the type of humour that characterises each sketch. Overall, this chapter offers 
some interpretative pointers to the data; however, the analysis grows in reach and 
depth when compared and contrasted with the empirical data (see Chapter 8).  
Section 6.5 summarises the results obtained by using the online survey 
questionnaire, before moving to the chapter dealing with other components involved in 
the viewing experience, such as participants’ perception of their attention distribution, 
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the subtitles (e.g. their length and speed) and other audiovisual elements (e.g. English 
audio and audience’s laughter). 
6.2 Dress to Kill 
As described in Section 3.3.1, the clip taken from Dress to Kill (1998) addresses 
themes such as the British Empire as well as other ones (e.g. the German, the Austro-
Hungarian, the Ottoman, etc.); famous dictators, including Hitler, Stalin and Pol Pot; the 
Second World War; and the end of all empires. 
6.2.1 I found it funny 
Overall, the majority of the 103 respondents deemed the sketch as quite entertaining 
from a linguistic (48.5%), thematic (39.8%) and visual perspective (50.5%), and a fairly 
high percentage of them (33%) found the topics very funny. 
 
 
Chart 20. How funny Dress to Kill was for the participants. 
From a linguistic point of view, only 7 Italians (4 men and 3 women) did not find the first 
clip funny at all, and most of them rated it as a little (2) or not at all entertaining (4) also 
on a thematic and on a visual level, whereas one of them found the video very amusing 
from these two perspectives. These seven respondents belong to an age group of 31-
69, and only three of them hold a degree. None of them has an English level higher 
than A2 or has ever lived in an English-speaking country, except for one who ticked the 
B2 box. Moreover, none of them ever watch any audiovisual material in English during 
a typical week, except for two who do so 1-2 days a week. Although there is not a 
clear-cut interpretation for these data owing to the respondents’ inhomogeneous 
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profiles, there are realistic explanations for some of the analogies in their answers. For 
instance, it is worth mentioning that they never lived in an Anglophone country, have 
never heard of Eddie Izzard and are not much used to watching videos in English. 
Furthermore, 6 of them assessed this sketch as fairly or very dissimilar from Italian 
humour from a linguistic and a thematic point of view. Thus, it could be argued that 
their negative perception and reception of these comedic elements is predominantly 
due to a different sense of humour.  
As regards those who deemed this clip as linguistically funny to a small degree, 
27 Italians (13 men and 14 women) fall in this group. From a thematic perspective, the 
video appeared as not at all, a little or quite entertaining to respectively 5, 11 and 11 of 
these 27 participants, whereas those who gave the three aforesaid answers for its 
visual component are 1, 12 and 14 respectively. The age of these 27 respondents 
ranges from 21 to 68, and 11 of them have only a secondary education qualification, 
whereas 14 hold a degree and another 2 a PhD. As for their knowledge of English, one 
of them has no command of it, 13 of them selected A1 (6) or A2 (7) as an answer, 11 of 
them have an intermediate or slightly higher level of English (respectively 8 B1s and 3 
B2s), and one person identified his competence in English with C1. Three Italians 
belonging to this group lived in the United States, in Ireland or in the United Kingdom 
for a period of time between 1-3 or 4-6 months. Moreover, 20 of these respondents 
never (10) or rarely (10), i.e. 1-2 days a week, watch audiovisual material in English, 
whereas seven of them do so 3-4 days (4) or 5-7 days a week (3). Among all the 
features characterising this group, what stands out as a possible explanation for these 
participants’ response is that most of them do not often watch videos in English. 
Moreover, the clip was perceived as quite or very different from Italian humour by 17 
and 19 of them respectively, due to the language used and the topics dealt with 
therein. Therefore, a low frequency in watching audiovisual products in English and a 
different sense of humour emerge again as the potential main reasons for which this 
type of comedy is not appreciated much.  
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Funny Not at all To a small degree 
Factors L32 T V L T V 
Sex 
Male 4 6 3 13 7 12 
Female 3 5 5 14 10 11 
Age 
18 – 19 - - - - - - 
20 – 29 - 3 - 12 4 9 
30 – 39 2 4 5 10 7 8 
40 – 49 3 1 2 2 4 2 
50 – 59 - - - 2 2 1 
60 – 69 2 3 1 1 - 2 
Religion 
Catholic 7 10 7 15 12 15 
Atheist - - 1 5 2 4 
Agnostic - 1 - 4 2 2 
Other - - - 3 - 2 
Education 
Secondary 4 2 2 11 8 8 
Higher 3 9 6 16 9 15 
English level 
None 3 3 2 1 1 2 
A1 – A2 3 4 2 13 8 10 
B1 – B2 1 2 4 11 8 10 
C1 - 2 - 2 - 1 
Videos 
watched in 
English… 
Zero days/week 5 6 4 10 7 10 
1 – 2 days/week 2 3 3 10 7 8 
3 – 4 days/week - 2 1 4 - 2 
5 – 7 days/week - - - 3 3 3 
Table 5. Overview of participants who found Dress to Kill not at all or a little funny. 
As many as 50 Italians (26 men and 24 women) found this sketch quite funny 
linguistically, and one of them had already heard of Eddie Izzard before. Most of these 
participants rated the video as quite (26) or very funny (18) also from a thematic point 
of view, and respectively 32 and 9 people gave these two answers for the visual aspect 
of this clip. Their age spans from 18 to 67 and, as regards their highest level of 
education, the majority of them have a degree (27) or a PhD (5), followed by 18 
participants who obtained a secondary education qualification. As for their competence 
in English, moving from the lowest to the highest level, 4 Italians aged 47-67 do not 
know any English, 20 fall within the A1 (9) and the A2 (11) category, 25 have either an 
intermediate (17) or a higher intermediate level (8), and finally one participant has an 
advanced (C1) command of English. Out of these 50 Italians, 7 lived in the United 
Kingdom, in the United States, in Ireland or in two of these three countries for 1-3 
months, 4-6 months, 7-12 months or 1-3 years. It is interesting to note that the majority 
of these 50 participants never (18) or rarely (17) watch audiovisual material in English, 
                                                
32 L = Linguistic level. T = Thematic level. V = Visual level. 
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where rarely stands for 1-2 days a week. Those who have this habit more frequently, 
i.e. 3-4 or 5-7 days a week, are 7 and 8 respectively. In this case, a higher level of 
education could be a potential deciding factor for a better appreciation of this type of 
humour. On the other hand, here there seems to be a paradox, as these 50 
participants had a positive reaction to the clip even though the majority of them (35) 
never watch videos in English or only do so once or twice a week, and most of them 
rated the sketch as fairly or very different from Italian humour for its linguistic (31) and 
its thematic features (33). This leads to thinking that the lack of familiarity with 
interlingually subtitled English videos and with a type of humour that is considered as 
dissimilar from the Italian one does not necessarily have a negative influence on 
viewers’ enjoyment of this type of comedy, whereas a lower level of education may.  
Lastly, 19 Italians (9 men and 10 women) stated that this sketch is very funny 
from a linguistic point of view, and 15 of them thought the same in relation to the topics 
addressed in this video, whereas the other 4 participants opted for the answer ‘To a 
certain degree’. As for the visual side of the clip, most of these 19 respondents deemed 
it as quite (6) or very (10) entertaining. Their age ranges from 19 to 65, and 9 of them 
attended a high school, while another 9 of them obtained a degree, and the remaining 
one has a PhD. The participants’ various levels of English seem to be quite balanced 
too; indeed, 8 of them ticked either the basic A1 (5) or A2 (3) box, 9 of them chose the 
intermediate B1 (7) or B2 (2) option, while two of them have an advanced C1 
knowledge of English. Four of these 19 Italians lived in the United Kingdom for either 1-
3 months or 4-6 months, and three of them were already familiar with Eddie Izzard, 
together with another two respondents. Regarding their “audiovisual habits”, 4 of them 
never watch any videos in English and 8 of them do so only 1-2 days a week, whereas 
5 and 2 of them ticked the boxes 3-4 and 5-7 days a week respectively. The presence 
of some Italians with a B2 and a C1 English competence may suggest that this is a 
potential criterion for a greater appreciation of this type of humour; however, the figures 
are not significant enough to support this hypothesis, and these levels of English also 
appear in some of the previous groups. Moreover, although one third of this cluster is 
composed of people who watch videos in English often and up to seven days a week, 
they are less than those who never or rarely do this. It is also important to add that the 
clip was deemed as quite or very different from Italian humour from a linguistic and a 
thematic point of view by 15 and 14 of them respectively. This corroborates the idea 
that the habit of watching subtitled audiovisual material in English and the fact of 
finding Eddie Izzard’s humour dissimilar from the Italian one do not necessarily 
determine a negative perception and reception. Differently from the previous group, 
education does not stand out as a significant factor here. 
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Funny To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 26 23 29 9 16 8 
Female 24 18 23 10 18 12 
Age 
18 – 19 2 - 2 1 3 1 
20 – 29 18 19 22 6 10 5 
30 – 39 17 13 16 7 12 7 
40 – 49 8 6 8 4 6 5 
50 – 59 1 - 1 - 1 - 
60 – 69 4 3 3 1 2 2 
Religion 
Catholic 34 24 32 13 23 15 
Atheist 10 10 12 3 6 1 
Agnostic 4 3 7 2 4 1 
Other 1 3 1 - 1 1 
Education 
Secondary 18 15 20 9 17 12 
Higher 32 26 32 10 17 8 
English level 
None 4 3 2 - 1 2 
A1 – A2 20 18 20 8 14 12 
B1 – B2 25 19 26 9 17 6 
C1 1 1 4 2 2 - 
Videos 
watched in 
English… 
Zero days/week 18 14 15 4 10 8 
1 – 2 days/week 17 15 20 8 12 6 
3 – 4 days/week 7 7 9 5 7 4 
5 – 7 days/week 8 5 8 2 5 2 
Table 6. Overview of participants who found Dress to Kill quite or very funny. 
6.2.2 I found it offensive 
The largest groups of participants are those who did not feel offended by any of the 
aspects of the clip, i.e. the language (69.9%), the themes (56.3%) and the images 
(84.5%). Nonetheless, almost one third of the entire sample (32.04%) perceived the 
subjects discussed by the comedian as a little offensive.  
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Chart 21. How offensive Dress to Kill was for the participants. 
When asked whether they found the Dress to Kill clip linguistically offensive, as many 
as 72 Italians (34 men and 38 women) answered ‘Not at all’. Fifty-seven of these 72 
participants gave the same response for the topics treated in the video, whereas 69 of 
them did not deem its visual aspect as offensive at all either. Since these 72 
respondents represent the majority of the sample, it is no surprise if they cover its 
entire age range of 18-69. Five of these 72 Italians had heard of Eddie Izzard before. 
Moreover, 30 of them only have a secondary education qualification, whereas the other 
42 obtained a higher education degree, including 5 people with a PhD. As for their 
English competence, only 5 of them have no knowledge of this foreign language, while 
31 participants have either an A1 (17) or an A2 (14) level, 34 put themselves in the 
intermediate categories of B1 (23) and B2 (11), and 2 stated that their command of 
English is advanced (C2). Out of these 72 Italians, 8 lived in the United Kingdom, in the 
United States, in Ireland or in two of these three countries mainly for 1-3 months, or for 
4-6 or 7-12 months. Almost one third of this entire group (23) never watches any 
audiovisual material in English and 26 of them do so 1-2 days a week, while the 
remaining ones have this habit 3-4 days (11) or 5-7 days a week (12). All these results 
do not seem to allow any obvious conclusions based on gender, age and knowledge of 
English, whereas a higher education could be indicative of a more open-minded 
attitude. Another aspect that can be highlighted is that most of these 72 participants did 
not deem the sketch as linguistically offensive, although many of them might have, 
based on the fact that 49 of them are not used to watching audiovisual products in 
English or only do so one or two days a week; and 48 of them perceived this clip as 
quite or very different from Italian humour owing to both its linguistic component and its 
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topics. This also applies to the 58 participants who considered the subjects addressed 
in the sketch as not offensive at all: 37 of them are not used to watching audiovisual 
material in English or only once or twice a week, and this type of humour was rated as 
fairly or very dissimilar from the Italian one linguistically by 40 of them and thematically 
by 39 of them. 
As regards those who thought that this clip is offensive to a small degree from a 
linguistic perspective, 24 participants (15 men and 9 women) belong to this group, with 
an age between 18 and 65. The majority of these people (17) stated that the video was 
offensive to a small degree also with respect to the themes discussed by the comedian 
and, similarly, it was assessed as not at all (16) or only a little offensive (8) from a 
visual point of view. Furthermore, 8 of them have a secondary education qualification, 
13 of them hold a degree and 3 of them obtained a PhD. As for their level of English, 2 
Italians do not speak this language at all, 9 of them belong to the categories of A1 (4) 
and A2 (5), 10 rated themselves as B1 (8) and B2 (2), while 3 of them defined their 
English competence as advanced (C1). Within the entire group, 5 participants lived 
either in the United Kingdom or in the United States for 1-3, 4-6 or 7-12 months. As 
regards their audiovisual habits, 11 of them never watch any videos in English, 
whereas 8 of them only do so 1-2 days a week; the group also includes a few people 
who do this more frequently such as 3-4 days (4) and 5-7 days a week (1). Even 
though the data do not suggest a definitive interpretation, it could be argued that men 
tend to feel more offended than women by this type of humour, and a higher level of 
education could be the reason why this clip was perceived as only a little offensive. In 
order to have a deeper insight into the participants’ perception, perhaps it will be helpful 
to examine the two following groups composed of those who found the sketch quite or 
very offensive, which are illustrated after the below table. 
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Offensive Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 34 27 43 15 18 7 
Female 38 31 44 9 15 6 
Age 
18 – 19 2 2 3 1 1 - 
20 – 29 28 25 33 8 11 3 
30 – 39 26 18 30 7 15 3 
40 – 49 9 8 15 5 3 2 
50 – 59 2 - 1 - 2 2 
60 – 69 5 5 5 3 1 3 
Religion 
Catholic 45 34 57 18 27 10 
Atheist 16 13 16 2 4 1 
Agnostic 6 6 8 3 2 2 
Other 4 4 4 - - - 
Education 
Secondary 30 26 38 8 11 4 
Higher 42 32 49 16 22 9 
English level 
None 5 5 6 2 - 2 
A1 – A2 31 24 35 9 14 7 
B1 – B2 34 27 41 10 17 4 
C1 2 2 5 3 2 - 
Videos 
watched in 
English… 
Zero days/week 23 15 28 11 17 7 
1 – 2 days/week 26 22 32 8 8 5 
3 – 4 days/week 11 9 14 4 7 1 
5 – 7 days/week 12 12 13 1 1 - 
Table 7. Overview of participants who found Dress to Kill not at all or a little offensive. 
The Italians who deemed this clip as rather offensive are only 6 (3 men and 3 women), 
and their age range is 31-57. From a thematic point of view, 6 of them found this video 
a little (2) or quite offensive (4); and, on a visual level, ‘Not at all’, ‘To a small degree’ 
and ‘To a certain degree’ have two records each. Half of them have a degree and the 
other half have secondary education qualification, and their English knowledge goes 
from the very basic A1 level to the higher intermediate B2, which is linked to a 
participant who lived in the United Kingdom and in Ireland for 1-3 years. Moreover, 2 of 
them stated that they never watch any videos in English, while the other 4 do, but only 
1-2 days (3) or 3 days a week (1). None of them had heard of Eddie Izzard before. 
Finally, only one Italian (a woman aged 43) answered that this sketch was 
linguistically offensive to a large degree, and that it was so to a certain and to small 
degree respectively from a thematic and a visual point of view. This participant has a 
secondary education qualification, has no command of English, never watches any 
audiovisual products in English and was not familiar with the comedian. Both this 
respondent and those who found the clip fairly offensive do not present any obvious 
characteristics that could be interpreted as the reasons for their opinion, except for the 
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fact that they rated this type of humour as different from Italian comedy to various 
degrees. However, this perception is the most common one throughout the sample – 
including all the Italians who did not consider the sketch as offensive at all – which may 
trigger the idea that it is purely a matter of personal taste in comedy. Indeed, for 
example, one of them left a comment in which she wrote that, according to her, this 
type of humour is “macabre”. 
 
Offensive To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 3 7 2 - - - 
Female 3 4 1 1 1 - 
Age 
18 – 19 - - - - - - 
20 – 29 - - - - - - 
30 – 39 3 2 3 - 1 - 
40 – 49 2 6 - 1 - - 
50 – 59 1 1 - - - - 
60 – 69 - 2 - - - - 
Religion 
Catholic 5 7 2 1 1 - 
Atheist - 1 1 - - - 
Agnostic 1 2 - - - - 
Other - - - - - - 
Education 
Secondary 3 5 - 1 - - 
Higher 3 6 3 - 1 - 
English level 
None - 3 - 1 - - 
A1 – A2 4 6 2 - - - 
B1 – B2 2 2 1 - - - 
C1 - - - - 1 - 
Videos 
watched in 
English… 
Zero days/week 2 5 2 1 - - 
1 – 2 days/week 3 6 - - 1 - 
3 – 4 days/week 1 - 1 - - - 
5 – 7 days/week - - - - - - 
Table 8. Overview of participants who found Dress to Kill quite or very offensive. 
6.2.3 I found it different from Italian humour 
The opinion of the respondents was very varied with respect to how dissimilar they 
thought that the clip was from Italian comedy. Overall, the comic use of the language 
was rated as a little or quite different by 30.1% and 45.6% of the participants, the topics 
of the sketch were perceived as quite or very different by 36.9% and 33% of them, and 
the non-verbal humour was considered as different to a small and to a certain degree 
by 35.9% and 30.1% of them. 
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Chart 22. How different from Italian humour Dress to Kill was for the participants. 
As far as the comparison between the humour of the Dress to Kill sketch and Italian 
comedy is concerned, only three participants (1 man and 2 women) aged 31-67 did not 
find this type of humour dissimilar from the Italian one at all, from a linguistic point of 
view. Moreover, one of them gave the same answer in reference to the thematic 
component, whereas the other two deemed it as a little different from this perspective; 
and, based on the visual aspects of the clip, their answers were ‘Not at all’ (2) or ‘To a 
small degree’ (1). These three Italians have never lived in an English-speaking country, 
they either hold a degree or a secondary education qualification, they have some very 
basic or no command of English at all, and none of them ever watches any audiovisual 
material in English. It could be argued that these respondents prefer comedians whose 
style is similar to Eddie Izzard’s, which diminished their perception of difference and 
distance between his performance and that of their favourite Italian comics.  
As for those who considered the video as linguistically dissimilar from Italian 
humour to a small degree, this group is composed of 31 respondents (12 men and 19 
women), who are from 18 to 62 years old. Most of these people also rated the clip as a 
little (19) or quite different (10) from Italian humour owing to the topics discussed by 
Eddie Izzard. Similarly, the two prevailing answers for the visual differences between 
the humour of the two countries were ‘To a small degree’ (14) and ‘To a certain degree’ 
(8). The majority of the participants (24) have either a degree or a PhD and, on the 
whole, the level of English among these 31 Italians ranges from zero to C1, with B1 
forming the largest group (11). Furthermore, 4 of them lived in the United Kingdom or in 
the United States, or in both countries, for a minimum period of time of 1-3 months to a 
maximum of 7-12 months; one of them had previously heard of Eddie Izzard. Overall, 
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16 of the respondents are not used to watching any videos in English, and another 10 
of them have this habit 1-2 days a week, while the remaining participants gave the 
answers 3-4 days (3) and 5-7 days a week (2). 
From these respondents’ answers, it appears that this study was the first 
experience in front of an audiovisual product in English with interlingual subtitles for 
those who did not find this clip different at all from Italian humour. As for the other 31 
Italians, as many as 26 of them never watch videos in English or only do so once or 
twice a week. This makes their perception either as slightly unexpected – if we 
consider that the differences would have been even more striking for them as they are 
not used to British stand-up comedy humour at all – or as completely unbiased – as 
this was the very first time that they watched this type of humour in their life. It is also 
interesting to note that the sketch was rated as quite or very funny from a linguistic 
point of view by 23 of these 34 Italians (in total), as well as from a thematic point of 
view by 24 of the 31 participants who assessed the topics as a little or not at all 
different. Finally, we can see that the women who spotted a few or no linguistic 
dissimilarities from Italian humour are more than the men who did so (21 vs 13). 
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Different from Italian humour Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 1 1 9 12 11 17 
Female 2 1 8 19 18 20 
Age 
18 – 19 - - 1 1 1 - 
20 – 29 - - 3 13 10 14 
30 – 39 1 - 6 12 11 16 
40 – 49 - - 4 3 5 4 
50 – 59 1 1 1 - - - 
60 – 69 1 1 2 2 2 3 
Religion 
Catholic 3 2 14 21 18 22 
Atheist - - - 7 7 10 
Agnostic - - 2 2 3 4 
Other - - - 1 1 1 
Education 
Secondary 1 1 9 7 10 10 
Higher 2 1 8 24 19 27 
English level 
None 1 1 3 2 2 2 
A1 – A2 2 1 7 11 12 19 
B1 – B2 - - 7 15 14 14 
C1 - - - 3 1 2 
Videos 
watched in 
English… 
Zero days/week 3 2 9 16 13 13 
1 – 2 days/week - - 6 10 8 14 
3 – 4 days/week - - - 3 4 8 
5 – 7 days/week - - 2 2 4 2 
Table 9. Overview of participants who found Dress to Kill not at all or a little different 
from Italian humour. 
The largest part of the sample of participants thought that this type of humour is quite 
different from the one that they are accustomed to in Italy, from a linguistic perspective. 
This group is composed of 47 Italians (30 men and 17 women), whose age range is 18-
68, and three of them were already familiar with Eddie Izzard. Most of these 
respondents found the comedy of this video quite (24) or very dissimilar (16) from the 
Italian one thematically, and a little (17) or quite different (19) from it visually. Among all 
of them, 23 Italians attended a secondary/high school, while the other 24 have a higher 
education qualification, and their competence in English goes from zero to the 
advanced C1 level, with A2 (12) and B1 (17) prevailing over the other categories. 
Moreover, 8 participants lived in the United Kingdom (7) or in the United States (1) for a 
period of time of 1-3 months up to 1-3 years. Besides 11 people who never watch 
audiovisual products in English, 17 of them do so only 1-2 days a week; nonetheless, 
there are also 11 and 8 respondents who ticked the boxes 3-4 days and 5-7 days a 
week respectively. Out of all the data collected for this group, the factor that stands out 
the most is gender; indeed, more men than women stated that the humour of this clip is 
different from Italian humour. Overall, 33 of these 47 Italians considered the sketch as 
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fairly or very funny for the type of language used by Eddie Izzard, and 23 participants 
out of the 38 who rated it as thematically different thought that that the subject was 
quite or very amusing. 
Finally, 22 respondents (9 men and 13 women) considered this video as very 
dissimilar from Italian humour from a linguistic perspective, and most of them (16) gave 
the same answer for the thematic aspect of the clip, while half of them did so based on 
its visual features. Their age is between 19 and 69, and half of them have a secondary 
education qualification, whereas the other half obtained a degree. They cover all the 
English levels from zero to C1, however the largest group is composed of those having 
an overall basic knowledge with 8 A1s and 4 A2s. Two Italians lived in the United 
Kingdom or in Ireland, or in both countries, for 1-3 months and for 1-3 years, and 
another two had heard of Eddie Izzard before. Moreover, most of these 22 Italians 
never (7) or rarely (10) watch any audiovisual material in English, while only 5 of them 
have this habit between 3 and 7 days a week. It is worth emphasising that the different 
figures observed for the three previous clusters in relation to gender do not recur here 
and, within this group, there are even 7 people in total who lived in an Anglophone 
country, had heard of Eddie Izzard before or watch audiovisual products in English five 
or seven days a week, which are factors that may contribute to these Italians’ 
awareness of the differences existing between the two national types of humour. 
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Different from Italian humour To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 30 22 18 9 18 8 
Female 17 16 13 13 16 10 
Age 
18 – 19 1 2 1 1 - 1 
20 – 29 17 14 12 6 12 7 
30 – 39 16 14 9 7 11 5 
40 – 49 7 4 5 7 8 4 
50 – 59 2 1 2 - 1 - 
60 – 69 4 3 2 1 2 1 
Religion 
Catholic 32 29 24 13 20 9 
Atheist 6 3 3 5 8 5 
Agnostic 6 2 2 2 5 2 
Other 2 3 2 1 - 1 
Education 
Secondary 23 14 15 11 17 8 
Higher 24 24 16 11 17 10 
English level 
None 4 2 2 1 3 1 
A1 – A2 19 19 14 12 12 4 
B1 – B2 23 15 13 8 17 12 
C1 1 2 2 1 2 1 
Videos 
watched in 
English… 
Zero days/week 11 13 11 7 9 4 
1 – 2 days/week 17 18 10 10 11 7 
3 – 4 days/week 11 5 6 2 7 2 
5 – 7 days/week 8 2 4 3 7 5 
Table 10. Overview of participants who found Dress to Kill quite or very different from 
Italian humour. 
6.3 Circle 
The sketch taken from Circle (2000) was chosen for another significant subject that is 
normally treated by Eddie Izzard in his shows, namely religion (for further details, see 
Section 3.3.2). Here the British comedian talks about the Catholic popes and then 
enacts a dialogue between Jesus and God regarding the Last Supper. 
6.3.1 I found it funny 
The largest groups of respondents are those who rated this type of humour as quite 
funny on a linguistic (42.7%), thematic (40.8%) and visual level (42.7%); it is also worth 
underlining that 31.1% and 35% of the 103 participants thought that the clip was very 
amusing thanks to its linguistic and thematic features respectively. 
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Chart 23. How funny Circle was for the participants. 
The number of Italians who did not find this clip funny at all from a linguistic point of 
view consists of only 9 participants (5 men and 4 women), and most of them (7) gave 
the same answer for the thematic and the visual components of the video. Their age 
goes from 30 to 69, and they are all Catholics. As for their education, 5 of them went to 
secondary/high school and the other 4 have a degree, and their level of English ranges 
from no knowledge at all (4) through A1 (4) to A2 (1). None of them lived in an 
Anglophone country or had heard of Eddie Izzard before, and 7 of them never watch 
any audiovisual material in English, while the other two do so only one day a week. It 
could be argued that the reason behind these participants’ opinion is the religion factor, 
as they are all Catholic and the sketch makes fun of the Pope and even of the Last 
Supper and, thus, of the most sacred moment of the Catholic religious mass, i.e. the 
Consecration of the body and blood of Jesus.  
As for those who considered this sketch as entertaining only to a small degree, 
they are 18 (13 men and 5 women), they cover a 23-67 age range, and they are all 
Catholics (including a non-practicing one), except for an agnostic. The majority of them 
(11) obtained a degree or a PhD, while the others (7) have a secondary education 
qualification, and their levels of English are A1 (4), A2 (5), B1 (5), B2 (3) and C1 (1). 
Within the entire group, two Italians lived in the United Kingdom for 1-3 months and 7-
12 months, and one of them knew Eddie Izzard already. Moreover, 8 of these 
respondents never watch any videos in English, another 8 of them only do so one or 
two days a week, and the remaining two Italians have this habit 4-5 days a week. One 
main similarity with the previous group can be noticed here, as the data seem to 
provide a potential explanation for these respondents’ opinion in the fact that most of 
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them are Catholic, except for an agnostic who perhaps, as such, is not even interested 
in the subject treated by the comic. Moreover, although this group and the previous one 
(adding up to 27 people) found this clip not at all or a little funny, 20 and 17 out of these 
27 Italians did not perceive it as linguistically and thematically offensive, or only to a 
small degree. Finally, 20 and 22 of them assessed it as quite or very different from 
Italian humour, based on the language used and the topics discussed by the comedian. 
 
Funny Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 5 6 4 13 10 22 
Female 4 4 7 5 5 6 
Age 
18 – 19 - - - - - - 
20 – 29 - 1 - 6 1 5 
30 – 39 3 3 5 4 5 9 
40 – 49 4 4 4 4 5 8 
50 – 59 - - - 2 2 2 
60 – 69 2 2 2 2 2 4 
Religion 
Catholic 9 10 10 16 13 21 
Atheist - - 1 - - 1 
Agnostic - - - 1 1 2 
Other - - - 1 - 2 
Education 
Secondary 4 4 4 7 6 13 
Higher 5 6 7 11 9 15 
English level 
None 4 3 3 - 1 4 
A1 – A2 5 5 4 9 7 13 
B1 – B2 - 1 4 8 7 10 
C1 - 1 - 1 - 1 
Videos 
watched in 
English… 
Zero days/week 7 7 6 8 6 12 
1 – 2 days/week 2 3 3 8 8 12 
3 – 4 days/week - - 1 1 - 3 
5 – 7 days/week - - 1 1 1 1 
Table 11. Overview of participants who found Circle not at all or a little funny.  
A higher number of respondents thought that this clip was quite funny from a linguistic 
perspective. Precisely, 44 Italians (22 men and 22 women) gave this answer and most 
of them found this video entertaining to a certain (29) and to a large degree (9) also for 
the themes addressed by the comedian, and to a small (12) and to a certain degree 
(27) from a visual point of view. These 44 participants are 21-68 years old, and the 
majority of them (27) is composed of Catholics, followed by atheists (8) and agnostics 
(5). Furthermore, 14 of them have a secondary education qualification, while the other 
30 hold either a degree or a PhD, and the most common English levels are A1 (7), A2 
(10) and B1 (15), followed by B2 (6), C1 (3) and no command of the language at all (3). 
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Eight of these 44 participants lived in the United Kingdom, in the United States or in 
Ireland spending there from 1 to 12 months, and two of them were already familiar with 
Eddie Izzard. As far as their audiovisual habits are concerned, besides 11 people who 
never watch any videos in English, the majority of the remaining Italians within this 
group (20) only do this 1-2 days a week, followed by a total of 13 respondents who 
ticked the boxes 3-4 days (9) and 5-7 days a week (4). Differently from the previous 
group, the gender factor does not seem to play any influence here. It is possible that 
this fair degree of appreciation may be due to the fact that this cluster includes 13 
people who are not Catholic and 8 people who lived in an English-speaking country. It 
can also be argued that to never or rarely watch videos in English does not necessarily 
result in a negative perception of this type of comedy. Furthermore, it appears as 
consistent that 37 and 35 of these 44 respondents deemed the clip as not at all or a 
little offensive in reference to its linguistic and thematic components respectively; 
based on these two aspects, 27 and 34 of them respectively found it fairly or very 
different from Italian humour. Twenty of them even thought that the sketch was visually 
dissimilar from Italian humour to a certain and a large degree.  
Finally, 32 respondents (12 men and 20 women) considered this clip as very 
funny from a linguistic point of view. Most of them (26) gave the same answer when 
rating the themes – the other 6 opted for ‘To a certain degree’; and, from a visual 
perspective, 18 people enjoyed it to a large degree and 14 to a certain degree. The age 
range of these 32 Italians is 18-57, and their main religious orientations are Catholic 
(17), atheist (10) and agnostic (4). Half of these participants attended a secondary/high 
school, while the other half obtained a degree, and their levels of English are zero (1), 
A1 (7), A2 (6), B1 (12), B2 (5) and C1 (1). Furthermore, 4 of them lived in the United 
Kingdom, in the United States or in Ireland for 1-6 months, and another 3 had 
previously heard of Eddie Izzard. It is also interesting to highlight that 11 of these 
respondents never watch any audiovisual material in English during a typical week, 
whereas the other 21 do so 1-2 days (7), 3-4 days (6) and 5-7 days a week (8). The 
religious stances seem to play an important role in the audiences’ perception of the 
humour in the clip. There are similarities with the previous group, as this one also 
presents a high number of respondents who are not Catholic (14) and 7 people who 
have either lived in an Anglophone country or had already heard of Eddie Izzard. 
These data may explain the positive reaction to the sketch of these 32 Italians. It is not 
surprising that 27 and 23 of them did not consider the clip as offensive on a linguistic 
and a thematic level respectively, although 23 of them still thought that it was fairly or 
very different from Italian humour owing to the comedian’s use of the language, and 24 
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did so regarding the topics of the sketch. Furthermore, the women who were very much 
entertained by this clip were more than the men. 
 
Funny To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 22 22 19 12 14 7 
Female 22 20 25 20 22 13 
Age 
18 – 19 - 3 2 3 - 1 
20 – 29 15 18 23 15 16 8 
30 – 39 20 15 15 9 13 7 
40 – 49 5 3 1 4 5 4 
50 – 59 - - 1 1 1 - 
60 – 69 4 3 2 - 1 - 
Religion 
Catholic 27 31 25 17 15 13 
Atheist 8 6 12 10 12 4 
Agnostic 5 2 5 4 7 3 
Other 2 2 2 1 2 - 
Education 
Secondary 14 16 15 16 16 10 
Higher 30 26 29 16 20 10 
English level 
None 3 2 1 1 2 - 
A1 – A2 17 17 19 13 15 8 
B1 – B2 21 21 21 17 17 11 
C1 3 2 3 1 2 1 
Videos 
watched in 
English… 
Zero days/week 11 11 13 11 13 6 
1 – 2 days/week 20 20 17 7 6 5 
3 – 4 days/week 9 8 9 6 8 3 
5 – 7 days/week 4 3 5 8 9 6 
Table 12. Overview of participants who found Circle quite or very funny. 
6.3.2 I found it offensive 
The data show that as many as 60.2%, 50.5% and 71.8% of the participants did not 
find the clip offensive on a linguistic, thematic and visual level respectively; 
nevertheless, there are also 29.1% of them who felt a little offended due to the subjects 
dealt with by Eddie Izzard. 
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Chart 24. How offensive Circle was for the participants. 
As many as 62 Italians (29 men and 33 women) did not assess the Circle sketch as 
offensive from a linguistic point of view. Based on the topics addressed by the 
comedian, 51 of these 62 participants gave again the answer ‘Not at all’ and 11 rated 
the clip as only a little offensive. As for the visual component of the video, those who 
did not deem it as offensive at all are 59 out of the aforementioned 62 Italians, while 
the other 3 opted for ‘To a small degree’. The age of these 62 respondents is between 
18 and 68, and, overall, 35 of them are Catholics, 15 are atheists and 7 are agnostics. 
As far as their education is concerned, 26 of them have a secondary/high school 
qualification, while the other 36 took either a degree or a PhD. Only 4 Italians within 
this group have no command of English at all and the predominant categories are the 
lower intermediate level of B1 (21), as well as the lower and higher basic levels of A1 
(13) and A2 (13), followed by the higher intermediate B2 (9) and the advanced C1 (2). 
Furthermore, 10 of these 62 respondents lived in the United Kingdom, in the United 
States or in Ireland for 1-3 months up to 7-12 months, and 5 Italians in total had heard 
of Eddie Izzard before. Among this entire group, 19 participants stated that they never 
watch any videos in English during a typical week, while those who do so 1-2 days a 
week are 22, and those who have this habit 3-4 days or 5-7 days a week are 10 and 11 
respectively. By looking at this cluster’s features, we can see that a large part of it is 
composed of people who are not Catholic, lived in an English-speaking country, have 
at least an intermediate knowledge of English and watch audiovisual products in this 
language at least three days a week. Moreover, most of these respondents stated that 
they have a good sense of humour, which could be the reason why even some 
Catholics did not feel offended by this sketch and took it with self-irony instead. It may 
62	  
52	  
74	  
23	  
30	  
23	  
14	   14	  
5	  4	   7	   1	  
0	  
10	  
20	  
30	  
40	  
50	  
60	  
70	  
80	  
90	  
Linguis6c	   Thema6c	   Visual	  
N
o.
	  o
f	  p
ar
)c
ip
an
ts
	  
Circle	  -­‐	  Oﬀensive	  
Not	  at	  all	  
To	  a	  small	  degree	  
To	  a	  certain	  degree	  
To	  a	  large	  degree	  
 
 
157 
be interesting to observe whether or not the level of education has any influence on the 
participants’ reaction, for example if a higher one implies a greater open-mindedness. It 
is also worth pointing out that, although all these Italians did not find the clip offensive 
at all, most of them rated it as quite or very different from Italian humour. 
As regards those who thought that the language of this video was a little 
offensive, they are 23 (12 men and 11 women) participants, 16 of which gave the same 
answer when asked to what extent the sketch was offensive based on the topics 
treated by the comedian, and another 4 of them opted for ‘To a certain degree’. From a 
visual perspective, 13 respondents answered ‘Not at all’ and the other 10 selected ‘To 
a small degree’. These Italians are 22-69 years old, and most of them (19) are 
Catholics, while the other are either atheists (2) or agnostics (2). As far as their 
education is concerned, 10 of them attended a secondary/high school and 13 of them 
obtained either a degree or a PhD; as for their English competence, besides one 
person who has no command of it and 3 people who are at an advanced C1 level, the 
others assessed themselves as belonging to the A1 (5), A2 (4), B1 (9) and B2 (1) 
categories. Furthermore, one of these respondents lived in the United Kingdom for 1-3 
months and he was familiar with Eddie Izzard. As many as 10 people out of these 23 
never watch any videos in English and another 9 of them do so only 1-2 days a week; 
the other 4 participants have this habit 3-4 days (2) or 5-7 days a week (2). This group 
is mainly formed by Catholics and although, similarly to the previous one, the 
respondents defined their sense of humour as very good, perhaps the fact that they 
had a slightly more negative perception of the clip may simply be due to their personal 
taste and susceptibility, and their more strongly held religious beliefs.  
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Offensive Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 29 24 34 12 17 14 
Female 33 28 40 11 13 9 
Age 
18 – 19 3 1 3 - 2 - 
20 – 29 24 22 30 7 7 3 
30 – 39 25 20 26 6 12 8 
40 – 49 8 7 9 3 4 7 
50 – 59 - - 1 2 1 2 
60 – 69 2 2 5 5 4 3 
Religion 
Catholic 35 26 46 19 25 17 
Atheist 15 13 15 2 4 3 
Agnostic 7 8 8 2 1 2 
Other 4 4 4 - - - 
Education 
Secondary 26 22 31 10 14 10 
Higher 36 30 43 13 16 13 
English level 
None 4 4 6 1 1 2 
A1 – A2 26 22 30 9 13 12 
B1 – B2 30 23 34 10 15 8 
C1 2 3 4 3 1 1 
Videos 
watched in 
English… 
Zero days/week 19 15 25 10 12 11 
1 – 2 days/week 22 17 24 9 14 11 
3 – 4 days/week 10 10 12 2 2 1 
5 – 7 days/week 11 10 13 2 2 - 
Table 13. Overview of participants who found Circle not at all or a little offensive.  
The figures decrease as we move to those who considered this clip as rather offensive 
linguistically. In this group we have 14 Italians (9 men and 5 women), and they rated 
the thematic aspect of the video as offensive to a small (3), a certain (9) and a large 
degree (2), whereas visually they found it not at all (1), a little (9) or quite offensive (4). 
Their age range is 21-48, and 11 of them are Catholics, one is an atheist, another one 
is an agnostic, and one person did not disclose this piece of information about himself. 
Moreover, 5 of them have a secondary education qualification and the other 9 hold 
either a degree or a PhD. Overall, the majority of them have a basic knowledge of 
English with 4 A1s and 5 A2s, followed by 3 higher intermediate B2s, one lower 
intermediate B1 and another one with no command of this foreign language. Within the 
entire group, there are two respondents who lived in the United Kingdom for 4-6 or 7-
12 months, and none of them knew Eddie Izzard. The largest part of these 14 Italians 
never watches any videos in English (6) or only does so one day a week (6), and 
another two respondents have this habit 3-4 days a week. Most of the participants 
belonging to this group are Catholics, and it is also interesting to see that they are not 
the oldest ones of the sample, who could perhaps be expected to accept this type of 
 
 
159 
humour less than younger people. What appears as predictable, instead, is that the 
majority of them found this type of humour different from the Italian one, especially from 
a thematic point of view. 
The number of Italians who assessed the Circle clip as very offensive 
linguistically is even lower. Indeed, this group is composed of 4 people (2 men and 2 
women), 3 of which expressed the same opinion regarding the thematic component of 
the video, while the other opted for ‘To a certain degree’. However, from a visual 
perspective, each one of them gave a different answer, i.e. ‘Not at all’ (1), ‘To a small 
degree’ (1), ‘To a certain degree’ (1) and ‘To a large degree’ (1). These participants’ 
age spans from 31 to 67, and they are all Catholics. All of them took a degree, except 
for one, and two of them have no command of English, while the other two assessed 
themselves as belonging to the B1 and the B2 level; one of them also lived in the 
United Kingdom and in Ireland for 1-3 years. Moreover, 2 of these 4 respondents never 
watch any videos in English, while the other 2 have this habit three days a week. These 
respondents are all Catholic, they were all in a good mood and have a positive opinion 
of their sense of humour, which leads to the idea that this type of comedy is simply not 
to their liking. They all found this type of humour very different from the Italian one, 
based on the topics discussed by the comedian. In particular, one of them explained 
that, according to her, this humour is more effective than the Italian one on a visual 
level rather than on a linguistic or a thematic one. Furthermore, both this group and the 
previous one seem to deny the hypothesis that a higher level of education can 
determine a more open-minded attitude, which was advanced for the first two groups 
described in this section. 
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Offensive To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 9 6 4 2 5 - 
Female 5 8 1 2 2 1 
Age 
18 – 19 - - - - - - 
20 – 29 4 4 3 1 3 - 
30 – 39 4 3 1 1 1 1 
40 – 49 5 5 1 1 1 - 
50 – 59 1 2 - - - - 
60 – 69 - - - 1 2 - 
Religion 
Catholic 11 11 5 4 7 1 
Atheist 1 1 - - - - 
Agnostic 1 1 - - - - 
Other - - - - - - 
Education 
Secondary 5 4 1 1 2 - 
Higher 9 10 4 3 5 1 
English level 
None 1 1 - 2 2 - 
A1 – A2 9 6 2 - 3 - 
B1 – B2 4 7 3 2 1 1 
C1 - - - - 1 - 
Videos 
watched in 
English… 
Zero days/week 6 6 1 2 4 - 
1 – 2 days/week 6 4 2 - 2 - 
3 – 4 days/week 2 3 2 2 1 3 
5 – 7 days/week - 1 - - - - 
Table 14. Overview of participants who found Circle quite or very offensive. 
6.3.3 I found it different from Italian humour 
As it also emerged for Dress to Kill, the overall response was rather heterogeneous in 
relation to the differences found between this type of humour and Italian comedy. To be 
more accurate, 35.9% and 32% of the participants detected a certain and a large 
number of dissimilarities respectively in the comic use of the language, and 38.8% of 
them had the same impression in reference to the subjects of the sketch. As for the 
visual side of this clip, it was deemed as a little or quite different by 37.9% and 30.1% 
of the respondents. 
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Chart 25. How different from Italian humour Circle was for the participants. 
When asked to what extent they found the comedy of this sketch different from the 
humour that they are used to in Italy, only 6 people (2 men and 4 women) answered 
‘Not at all’ from a linguistic point of view and also from a visual one. As far as the topics 
discussed by the comedian are concerned, 3 people expressed the same opinion (‘Not 
at all’), while the other 3 opted for ‘[Different] To a small degree’ (1) and ‘[Different] To 
a certain degree’ (2). They cover an age range of 18-62 and all of them are Catholics, 
except for one who is agnostic. As for their education, 2 respondents attended a 
secondary/high school, while the other 4 either have a degree or a PhD, and the levels 
of English within this group are A1 (2) and B1 (4). Moreover, one of these 6 Italians 
lived in the United States for 4-6 months and he is the only one who ever watches 
some audiovisual products in English – precisely, four days a week. None of them had 
heard of Eddie Izzard before. 
More participants deemed this type of humour as a little dissimilar from the 
Italian one, based on the language used and the jokes made by the comedian. In total, 
they are 27 (12 men and 15 women) and they noticed some thematic differences to a 
small (14), a certain (11) and a large degree (2), and some visual ones to a small (17) 
and a certain degree (7), or not at all (3). Their age spans from 21 to 67 and their 
religious orientations include Catholics (20), atheists (5) and agnostics (2). Except for 8 
of them who have a secondary education qualification, the other 19 obtained either a 
degree or a PhD, and their level of English goes from no knowledge at all (2) through 
A1 (5), A2 (4), B1 (8) and B2 (5) to C1 (3). Among these 27 Italians, there are 5 people 
who lived in the United Kingdom, in the United States or in Ireland for 1-3, 4-6 or 7-12 
months, and one of them was already familiar with Eddie Izzard. Finally, 9 respondents 
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stated that they never watch any audiovisual material in English and another 10 only 
have this habit 1-2 days a week. The remaining 8 participants watch videos in English 
more frequently such as 3-4 days (6) and 5-7 days a week (2).  
Regarding these two groups of respondents who found no dissimilarities or only 
a few between British and Italian comedy, the majority is composed of Catholics of all 
ages and participants who have a higher education qualification. We can also see that 
only 7 out of a total of 33 people lived in an English-speaking country, and only one of 
them was already familiar with Eddie Izzard. Moreover, 19 of them either do not watch 
audiovisual products in English or do so rarely. It can be argued that none of these 
participants’ features reveals the precise reasons for their perception of the sketch. 
This aspect leads to thinking that these Italians’ opinion may be simply related to their 
personal taste concerning comedy – thus bringing the interpretation to a mere question 
of humour studies rather than a question of audiovisual translation modes and 
preferred or habitual forms of consumption.  
 
Different from Italian humour Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 2 1 7 12 9 21 
Female 4 2 7 15 11 18 
Age 
18 – 19 1 - 1 - 1 - 
20 – 29 1 - 2 11 8 17 
30 – 39 2 1 4 12 8 15 
40 – 49 - - 3 2 1 4 
50 – 59 1 1 1 - - 1 
60 – 69 1 1 3 2 2 2 
Religion 
Catholic 5 3 11 20 12 22 
Atheist - - 1 5 4 8 
Agnostic 1 - 1 2 2 6 
Other - - - - 2 3 
Education 
Secondary 2 1 8 8 8 13 
Higher 4 2 6 19 12 26 
English level 
None - - 2 2 2 3 
A1 – A2 2 2 7 9 7 19 
B1 – B2 4 1 5 13 10 14 
C1 - - - 3 1 3 
Videos 
watched in 
English… 
Zero days/week 5 3 8 9 8 12 
1 – 2 days/week - - 5 10 6 16 
3 – 4 days/week 1 - - 6 3 6 
5 – 7 days/week - - 1 2 3 5 
Table 15. Overview of participants who found Circle not at all or a little different from 
Italian humour. 
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A larger group of participants thought that the comedy of the Circle clip is quite different 
from Italian humour, from a linguistic point of view. These 37 respondents (22 men and 
15 women) also perceived a small (3), a certain (24) or a large number (10) of thematic 
dissimilarities, whereas the visual differences were none, few, quite a few and many for 
4, 13, 16 and 4 participants respectively. The age range of this group is 21-68 and 
most of these Italians are Catholic (23), followed by the atheists (8) and the agnostics 
(3). As far as their education is concerned, 17 of them went to a secondary/high school 
and the other 20 hold either a degree or a PhD. The A2 and B1 levels of English form 
the majority with 11 and 13 participants respectively – among the others, 3 people have 
no command of English, 6 ticked the A1 level and 4 selected the B2 level. Furthermore, 
5 respondents from this group lived in the United Kingdom for 1-12 months and one of 
them had previously heard of Eddie Izzard. Finally, 12 participants are not used to ever 
watching any videos in English, 15 have this habit 1-2 days a week, while the other 10 
watch audiovisual material in English 3-4 days (4) and 5-7 days a week (6). 
The last cluster to observe is composed of 33 respondents (16 men and 17 
women) who found this sketch very dissimilar from Italian humour, linguistically. From a 
thematic point of view, 28 of them expressed the same opinion, whereas the other 5 
considered it as either a little (2) or quite (3) different. From a visual perspective, 
however, only 15 people thought that this video is very different from the Italian comedy 
to which they are accustomed and, except for one person who answered ‘Not at all 
[different]’, the others opted for ‘[Different] To a small degree’ (9) and ‘[Different] To a 
certain degree’ (8). These 33 participants are between 18 and 69 years old, and most 
of them are Catholics (21), while the other 9 are either atheists (5) or agnostics (4). 
Furthermore, 15 of them have a secondary education qualification and 18 took a higher 
education one. As for their English competence, 16 people have a basic level of A1 (9) 
or A2 (7), 12 have an intermediate level of B1 (7) or B2 (12), followed by 3 Italians who 
have no knowledge of this foreign language and 2 who master it at C1 level. Three of 
the respondents lived in the United Kingdom or in Ireland for 1-3 months (1) and 1-3 
years (1), and 4 Italians in total were already familiar with Eddie Izzard. As regards 
their audiovisual habits, the two main groups are formed of those who never watch any 
videos in English (11) and those who do so 1-2 days a week (12). The other 
participants tend to have this habit 3-4 days or 5-7 days a week, and they are 5 and 5 
respectively. 
Taking a step back and combining for interpretative purposes the responses of 
the last two groups, it can be argued that the most homogenous factor linking them 
together – with respect to the respondents finding this clip quite or very different from 
Italian comedy – is probably represented by the participants’ audiovisual habits. 
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Indeed, out of a total of 70, 80 and 50 of them who noticed quite a few or many 
differences of a linguistic, thematic and visual nature respectively, as many as 50, 57 
and 33 never watch audiovisual products in English or only do so once or twice a week. 
 
Different from Italian humour To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 22 20 17 16 22 7 
Female 15 20 14 17 18 12 
Age 
18 – 19 - - - 2 2 2 
20 – 29 15 16 12 9 12 5 
30 – 39 13 16 12 9 11 5 
40 – 49 6 7 6 9 9 4 
50 – 59 1 - 1 1 2 - 
60 – 69 2 1 - 3 4 3 
Religion 
Catholic 23 27 24 21 27 12 
Atheist 8 6 5 5 8 4 
Agnostic 3 5 1 4 3 2 
Other 2 1 1 2 1 - 
Education 
Secondary 17 18 15 15 15 6 
Higher 20 22 16 13 25 13 
English level 
None 3 2 2 3 4 1 
A1 – A2 17 18 12 16 17 6 
B1 – B2 17 18 16 12 17 11 
C1 - 2 1 2 2 1 
Videos 
watched in 
English… 
Zero days/week 12 12 11 11 14 6 
1 – 2 days/week 15 16 8 12 15 8 
3 – 4 days/week 4 8 8 5 5 1 
5 – 7 days/week 6 4 4 5 6 4 
Table 16. Overview of participants who found Circle quite or very different from Italian 
humour. 
6.4 Stripped 
In the clip selected from Stripped (2008), which is described in detail in Section 3.3.3, 
Eddie Izzard makes a comparison between Creationism and Evolutionism, of which he 
promotes the latter. He talks about how he went from being an agnostic to being an 
atheist, and he uses dinosaurs in a very original way as an example to support his 
theories. 
6.4.1 I found it funny 
This sketch emerged as being the least amusing one with 40.8%, 36.9% and 35% of 
the participants rating it as quite funny on a linguistic, thematic and visual level 
respectively. It is also significant to add that 28.2% and 35.9% of them found the 
 
 
165 
language and the images only a little entertaining, whereas the themes were perceived 
as very amusing by 29.1% of them.  
 
 
Chart 26. How funny Stripped was for the participants. 
Moving from a lower to a higher degree of appreciation, we can start by observing the 
group of 9 Italians (6 men and 3 women) who did not find the clip funny at all from a 
linguistic point of view. All of them gave the same answer in relation to the thematic 
and the visual aspects of the video, except for one who opted for ‘[Funny] To a small 
degree’ for the latter. Their age ranges from 31 to 69, and they are all Catholic, except 
for one person who is an atheist. As far as their education is concerned, 4 of them 
attended a secondary/high school and 5 of them obtained either a degree or a PhD. 
Furthermore, 3 of them have a basic level of English (A1), one has a higher basic level 
(A2) and 2 have a higher intermediate level (B2), whereas another 3 of them have no 
command of this foreign language. The two B2-level participants are the only ones who 
lived in the United Kingdom or in the United States for 7-12 months, and they are also 
the only ones who are used to watching audiovisual products in English – precisely, 
four days a week. None of them was familiar with Eddie Izzard. Based on the 
aforementioned data, it seems that the only factors that could justify these respondents’ 
perception of the sketch are their religion – 8 of them are Catholics – and the fact that 7 
of them have never had any audiovisual viewing experience in English. 
Those who considered the clip as linguistically entertaining to a small degree 
are 29 (14 men and 15 women). Among them, 20 Italians gave the same answer in 
reference to the topics addressed by the comedian, while the others opted for ‘Not at 
all’ (2) and ‘To a certain degree’ (7). As for the visual component of the sketch, 17 
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participants found the video a little funny, while the other 12 answered ‘Not at all’ (4) 
and ‘To a certain degree’ (8). The age range of this cluster is 18-65, and 25 of these 
respondents are Catholics, while the other 4 are atheists (2) or agnostics (2). Within 
this group, 11 respondents have a secondary education qualification and the other 18 
took a degree or a PhD. Except for two Italians who have no command of English at all, 
they have different levels of competence such as A1 (6), A2 (6), B1 (9), B2 (4) and C1 
(1). Moreover, 2 participants lived in the United Kingdom or in the United States for 1-6 
months; however, not even they had heard of Eddie Izzard before. As far as their 
audiovisual habits are concerned, 8 of them never watch any videos in English during a 
typical week, 16 only do so 1-2 days a week, whereas the other 5 respondents have 
this habit 3-4 days (2) or 5-7 days a week (3). A number of recognizable points of 
contact emerges in relation to the previous group: indeed, the reasons for a low 
appreciation of the clip may be attributed to most of the respondents’ religious belief 
(Catholicism) and their little, if any, experience with audiovisual products in English. 
Within these two groups who were not particularly entertained by this sketch, 
we have 32 and 28 Italians who found the clip a little or not at all offensive from a 
linguistic and a thematic point of view respectively; and on these two same levels, 28 
and 26 of them thought that this type of humour is quite or very dissimilar from the 
Italian one.  
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Funny Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 6 7 8 14 11 21 
Female 3 4 5 15 13 16 
Age 
18 – 19 - - - 1 1 - 
20 – 29 - 1 1 10 7 14 
30 – 39 4 4 5 8 8 9 
40 – 49 3 3 4 4 3 8 
50 – 59 - 1 1 2 1 1 
60 – 69 2 2 2 4 4 5 
Religion 
Catholic 8 10 12 24 21 26 
Atheist 1 1 1 2 1 5 
Agnostic - - - 2 1 2 
Other - - - 1 1 2 
Education 
Secondary 4 5 6 11 8 15 
Higher 5 6 7 18 16 17 
English level 
None 3 3 3 2 2 4 
A1 – A2 4 4 9 13 9 13 
B1 – B2 2 4 1 13 12 19 
C1 - - - 1 1 1 
Videos 
watched in 
English… 
Zero days/week 7 9 8 8 7 14 
1 – 2 days/week - - 4 16 11 15 
3 – 4 days/week 2 2 1 2 5 4 
5 – 7 days/week - - - 3 1 4 
Table 17. Overview of participants who found Stripped not at all or a little funny. 
As many as 42 Italians (20 men and 22 women) thought that this clip was quite funny 
from a linguistic perspective. On a thematic level, 26 of them expressed the same 
opinion, while 4 people considered it only a little funny and the other 12 rated it as very 
funny. From a visual point of view, 22 of them gave again the answer ‘To a certain 
degree’, whereas the others ticked the ‘Not at all’ (1), ‘To a small degree’ (16) and ‘To a 
large degree’ (3) boxes. The participants forming this group are between 18 and 65 
years old, and most of them are Catholic (27), followed by the atheists (7) and the 
agnostics (4). In terms of education, 17 of them attended a secondary/high school and 
25 have a degree or a PhD. As for their competence in English, it spans from zero (3) 
through A1 (9), A2 (12), B1 (11) and B2 (5) up to C1 (2). Furthermore, 7 of these 
respondents lived in the United Kingdom, in the United States or in Ireland for 1-6 
months, and 2 of them had previously heard of Eddie Izzard. Almost half of the entire 
group never watches any audiovisual products in English (19), while most of the 
remaining participants do so 1-2 days a week (14), followed by those who answered 3-
4 days (7) and 5-7 days (2). It could be argued that this cluster is larger than the two 
observed previously thanks to the presence of 11 people who are not Catholic and 7 
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respondents who lived in an Anglophone country and, thus, had perhaps a chance to 
be in touch with some foreign types of comedy. As far as the Catholic participants are 
concerned, their appreciation of the clip may be purely due to this clip matching their 
personal taste; indeed, as evidenced by Table 17, there are several Catholics (forming 
approximately one third of the entire sample) who, instead, were not amused by this 
type of humour or they were so only to a small degree. It is also interesting to note that 
this group showed a positive reaction to the sketch even though as many as 29 of 
these Italians never watch videos in English or only do so once a week. 
Moving to the last group, 23 Italians (12 men and 11 women) found this clip 
very funny on a linguistic level and 18 of them thought the same about its topics, which 
the other 5 perceived as amusing to a certain degree. Fourteen of them considered the 
video as very entertaining also based on its visual aspect, which was funny to a small 
and to a certain degree according to 3 and 6 people respectively. The age range of 
these 23 respondents is 19-44, and their religious stances are Catholic (10), atheist (8) 
and agnostic (4). Moreover, 10 of them attended a secondary/high school, whereas the 
other 13 took a degree or a PhD, and they all have some knowledge of English at A1 
(4), A2 (2), B1 (12), B2 (3) and C1 (2) level. Among these Italians, 3 of them lived in the 
United Kingdom for 1-6 months and 4 of them were already familiar with Eddie Izzard. 
Those who never watch any audiovisual material in English are 3, and another 7 
respondents do so 1-2 days a week, whereas those who have this habit 3-4 days and 
5-7 days a week are 5 and 8 respectively. The successful reaction to the sketch shown 
by this group could be explained by looking at the following facts: 1) most of these 
participants are not Catholic; 2) three of them lived in the UK; 3) four of them had 
already heard of Eddie Izzard; 4) half of them watch videos in English from three to 
seven days a week. Furthermore, it is interesting to see that this group does not 
include any respondents over 44 years of age. 
Finally, considering their high degree of enjoyment of this type of humour, it 
appears as quite obvious that, among the 65 people composing the two clusters 
described above, there are 49 and 48 respondents who rated the clip as not offensive 
in reference to its language and its themes respectively. However, 43 and 48 of them 
noticed quite a few or many differences between this type of humour and the Italian 
one from a linguistic and a thematic perspective. 
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Funny To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 20 20 16 12 14 7 
Female 22 18 20 11 16 10 
Age 
18 – 19 1 - 2 1 2 1 
20 – 29 16 14 12 10 14 9 
30 – 39 15 14 17 9 10 5 
40 – 49 7 8 4 3 3 1 
50 – 59 1 - - - 1 1 
60 – 69 2 2 1 - - - 
Religion 
Catholic 27 21 22 10 17 9 
Atheist 7 10 8 8 6 4 
Agnostic 4 3 4 4 6 4 
Other 3 3 2 - - - 
Education 
Secondary 17 10 13 10 19 8 
Higher 25 28 26 13 11 9 
English level 
None 3 2 1 - 1 - 
A1 – A2 21 20 16 6 11 6 
B1 – B2 16 15 17 15 15 9 
C1 2 1 2 2 3 2 
Videos 
watched in 
English… 
Zero days/week 19 11 11 3 10 4 
1 – 2 days/week 14 20 14 7 6 4 
3 – 4 days/week 7 3 8 5 6 3 
5 – 7 days/week 2 4 3 8 8 6 
Table 18. Overview of participants who found Stripped quite or very funny. 
6.4.2 I found it offensive 
The questionnaire data reveal that this sketch also emerged as the least offensive of 
the three clips on which the reaction of 103 Italians was tested. Indeed, this type of 
humour was not perceived as offensive by 68.9%, 67% and 83.5% of the participants 
on a linguistic, thematic and visual level respectively. 
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Chart 27. How offensive Stripped was for the participants. 
The largest part of the sample of participants – as many as 71 of them (30 men and 42 
women) – did not find the Stripped video offensive at all, based on the jokes made and 
the language used by the comedian. Regarding the topics discussed therein, 66 of 
them did not consider them as offensive either, whereas the other 5 did and, in 
particular, to a small (4) and to a certain (1) degree. Moreover, in reference to the 
visual component of the clip, 70 of them gave the answer ‘Not at all’ and only one of 
them opted for ‘To a small degree’. Their age ranges from 18 to 69, and 45 of them are 
Catholics, whereas 13 are atheists and 8 are agnostics. As regards their education, 31 
of these 71 respondents attended a secondary/high school and the other 40 obtained a 
degree or a PhD. This group also includes all the levels of English competence found 
in the entire sample with 5 people who do not know this foreign language at all, 16 A1s, 
14 A2s, 23 B1s, 9 B2s and 4 C1s. Furthermore, 10 participants lived in the United 
Kingdom, in the United States or in Ireland for 1-3, 4-6 or 7-12 months, and 4 Italians 
had previously heard of Eddie Izzard. Within the group, 26 respondents never watch 
any videos in English and as many as 24 only do so 1-2 days a week; those who have 
this habit 3-4 days or 5-7 days are 11 and 10 respectively. On the one hand, this group 
is composed of a large number of non-Catholics and people who lived in an English-
speaking country compared to the usual figures observed so far – and it is not a 
surprise that these people did not feel offended at all by this clip. On the other hand, 
there are also many Catholics and many respondents who never watch any videos in 
English or do so once or twice a week, as well as people of various generations, which 
could lead to the idea that perhaps this type of humour is, in fact, fairly mild or those 
participants have a very good sense of humour and self-irony. It is also worth 
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underlining that this is one of the very few cases encountered so far in which there is a 
significant gap between the number of men and that of women, who are 12 more than 
the former. 
Moving to the 23 respondents (15 men and 8 women) who deemed this clip as 
only a little offensive from a linguistic point of view, 16 of them also found the themes a 
little offensive, whereas the other 7 ticked the ‘Not at all’ (3) and ‘To a certain degree’ 
(4) boxes. Moreover, based on its visual aspect, the sketch was rated as a little or not 
at all offensive by 8 and 15 participants respectively. These 23 Italians’ age is between 
21 and 65, and most of them are Catholics (17), followed by 4 atheists and 2 agnostics. 
The majority of these participants have either a degree or a PhD (16), and the other 7 
of them took a secondary education qualification. As for their English competence, it 
varies from no command at all of the language (2) through the basic levels of A1 (4) 
and A2 (4), and the intermediate ones of B1 (7) and B2 (5), to the advanced C1 level 
(1). Within this entire group, 4 respondents lived in the United Kingdom or in Ireland for 
1-3 months, 7-12 months or 1-3 years, and one of them had previously heard of Eddie 
Izzard. Those who never watch any videos in English are 6, whereas a larger group of 
11 is composed of those who are accustomed to doing this 1-2 days a week. The other 
6 participants have this habit 3-4 days (4) or 5-7 days a week (2). Here the figure that 
immediately stands out is probably the number of men within this cluster, who are 7 
more than the women, differently from the previous case. Therefore, it may be 
interesting to see the influence played by the gender factor, if any, in the two following 
groups illustrated in Table 20. 
These two clusters represent the majority of the sample with as many as 94 
participants in total. Although they assessed this clip as not at all or only a little 
offensive, 65 and 66 of them also thought that this type of humour is different from the 
Italian one that they are familiar with, from a linguistic and a thematic point of view 
respectively. Moreover, it could be argued that a higher level of education could imply 
greater chances of understanding and accepting a type of comedy that is not similar to 
the national one. 
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Offensive Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 30 33 42 15 10 8 
Female 41 36 44 8 10 6 
Age 
18 – 19 3 3 3 - - - 
20 – 29 26 24 30 8 9 4 
30 – 39 27 27 33 8 5 2 
40 – 49 9 8 12 5 6 5 
50 – 59 1 1 1 - - 2 
60 – 69 5 6 7 2 - 1 
Religion 
Catholic 45 43 56 17 15 11 
Atheist 13 13 15 4 4 2 
Agnostic 8 8 10 2 1 - 
Other 4 4 4 - - - 
Education 
Secondary 31 29 35 7 6 6 
Higher 40 40 51 16 14 8 
English level 
None 5 6 6 2 1 2 
A1 – A2 30 30 34 8 6 8 
B1 – B2 32 29 41 12 12 4 
C1 4 4 5 1 1 - 
Videos 
watched in 
English… 
Zero days/week 26 24 28 6 8 8 
1 – 2 days/week 24 23 32 11 9 5 
3 – 4 days/week 11 12 14 4 2 1 
5 – 7 days/week 10 10 12 2 1 - 
Table 19. Overview of participants who found Stripped not at all or a little offensive. 
Fewer participants – only 7 (5 men and 2 women) – thought that this sketch was rather 
offensive linguistically. The thematic aspect of the video was considered as quite and 
very offensive by 5 and 2 of them respectively, while it was deemed as a little and quite 
offensive visually, again, by 5 and 2 of them respectively. The age range of this group 
is 24-48, and these respondents are all Catholics, except for one who did not disclose 
this detail. Among these 7 respondents, there are 3 who have a secondary education 
qualification and 4 who obtained a degree. Furthermore, 4 of them assessed their 
knowledge of English as A2, while the other 3 ticked the A1 (1) and the B1 (2) boxes. 
None of these respondents lived in an Anglophone country or was familiar with Eddie 
Izzard, and 4 of them never watch any audiovisual products in English, while the other 
3 do so 1-2 days (2) or three days a week (1). These participants’ perception of the clip 
may be attributed to the fact that 6 of them are Catholic and, overall, they are not much 
used to any audiovisual experiences in English. What is slightly surprising is that their 
age range does not include the oldest generation of the sample. 
Only 2 Italians (2 men) found this sketch very offensive from both a linguistic 
and a thematic point of view; however, from a visual perspective, one of them 
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expressed the same opinion, while the other did not consider the clip as offensive at all. 
One of them is 26 and atheist, whereas the other is 67 and Catholic. Moreover, the 
younger participant has a secondary education qualification and an A1 level of English, 
while the older one took a degree and has no command of English at all. None of them 
ever lived in an English-speaking country, however the younger Italian had previously 
heard of Eddie Izzard and watches audiovisual material in English seven days a week, 
whereas the older Italian never does it. As regards the older participant, it could be 
argued that his perception is linked to his religious belief as a Catholic. Indeed, he 
described his sense of humour with the highest score, i.e. 10, which leads to thinking 
that he truly found this sketch offensive and took it seriously rather than with self-irony. 
As for the younger respondent’s reaction, it is difficult to attempt an explanation as his 
response appears as somehow striking, if we consider that he rated his sense of 
humour as 10, he is an atheist, he was already familiar with this comedian, and he 
watches audiovisual products in English every day. The only justification could be that 
he (subconsciously) expressed an objective opinion regarding how this type of humour 
is very likely to be received in Italy. 
On the whole, the men who felt offended by the clip are more than the women 
(7 vs 2 in total), which confirms the trend highlighted with respect to the number of men 
who ticked the box ‘[Offensive] To a small degree’ being more than the women who did 
so. However, these two groups contradict the idea that a higher level of education may 
determine a greater acceptance of something that is new and unfamiliar, which was 
argued for the two previous clusters in this section. Finally, 6 and 8 of these 9 
participants respectively deemed the comedian’s use of the language and the topics 
discussed by him as quite or very different from Italian humour. 
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Offensive To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 5 6 1 2 3 1 
Female 2 4 1 - 1 - 
Age 
18 – 19 - - - - - - 
20 – 29 1 2 1 1 1 1 
30 – 39 1 3 1 - 1 - 
40 – 49 3 3 - - - - 
50 – 59 2 1 - - 1 - 
60 – 69 - 1 - 1 1 - 
Religion 
Catholic 6 9 2 1 3 - 
Atheist - - - 1 1 1 
Agnostic - - - - - - 
Other - - - - - - 
Education 
Secondary 3 5 - 1 2 1 
Higher 4 5 2 1 2 - 
English level 
None - - - 1 1 - 
A1 – A2 5 6 1 1 2 1 
B1 – B2 2 4 1 - 1 - 
C1 - - - - - - 
Videos 
watched in 
English… 
Zero days/week 4 2 1 1 3 - 
1 – 2 days/week 2 5 - - - - 
3 – 4 days/week 1 2 1 - - - 
5 – 7 days/week - 1 - 1 1 1 
Table 20. Overview of participants who found Stripped quite or very offensive. 
6.4.3 I found it different from Italian humour 
A similar trend to that underlined for the other two clips can be found here, as Stripped 
was also perceived as different from Italian comedy to various degrees. In particular, 
39.8% and 21.1% of the respondents gave the answers ‘To a certain degree’ and ‘To a 
large degree’ respectively, in relation to the humorous use of the language by Eddie 
Izzard, and 33% and 38% of them gave these two answers in reference to the subject 
of the sketch. The visual dissimilarities spotted in comparison with Italian comedy had a 
lower impact as 23.3% and 40.8% of the participants ticked the answers ‘Not at all’ and 
‘To a small degree’ respectively. 
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Chart 28. How different from Italian humour Stripped was for the participants. 
When asked to what extent they found the humour of the Stripped clip dissimilar from 
the one that they are accustomed to in Italy – from a linguistic point of view – only 8 
people (3 men and 5 women) opted for ‘Not at all’. On a thematic level, 5 of them gave 
the same answer and another 3 selected either ‘To a small degree’ (1) or ‘To a large 
degree’ (2), while the sketch appeared as not at all or a little different from Italian 
humour visually to 7 and 1 of them respectively. These 8 respondents belong to the 18-
67 age group and they are all Catholics, except for one of them who is agnostic. As 
regards their education, 2 participants attended a secondary/high school and the other 
6 obtained a degree, and their English competence covers the A1 (3), the A2 (1) and 
the B1 (4) levels. Moreover, one of them lived in the United Kingdom for 4-6 months; 
however, not even he had previously heard of Eddie Izzard. Those who never watch 
any audiovisual material in English are 6; the other 2 respondents do so two or three 
days a week. It emerges as slightly unexpected that, among these people who did not 
see any difference between the British and the Italian humour, only one of them lived in 
an Anglophone country and only two of them sometimes watch audiovisual products in 
English. 
The group of participants who deemed the jokes and the language used by 
Eddie Izzard in this sketch as dissimilar from Italian humour to a small degree is 
composed of 24 people (13 men and 11 women). Fourteen of them thought the same 
about the thematic aspect of the video, whereas the others found it not all (1), rather (7) 
or very different (2). The majority of them (16) also considered the visual side of the clip 
as a little different from Italian comedy and the other 8 respondents answered ‘Not at 
all’. Their age spans from 18 to 67, and 17 of them are Catholics, followed by the 
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atheists (3) and the agnostics (2). Most of these 24 Italians (15) have a degree or a 
PhD, whereas 9 of them attended a secondary/high school, and their English 
competence includes the levels A1 (3), A2 (6), B1 (9) and C1 (2), besides 4 Italians 
who have no command of this foreign language. Among these 24 respondents, 5 of 
them lived in the United Kingdom, in the United States or in Ireland for 1-6 months, and 
one of them was already familiar with Eddie Izzard. As far as their audiovisual habits 
are concerned, 12 participants never watch any videos in English, 7 of them do so 1-2 
days a week, and the remaining 5 participants have this habit 3-4 days (3) or 5-7 days 
a week (2). As in the previous case, it is somehow surprising that within this cluster 
there are 19 people who never watch videos in English or only do this once or twice a 
week, and still they did not notice many differences between the humour of this sketch 
and Italian comedy. It would be interesting to further look into their reaction so as to 
understand what perception they have of Italian humour. 
If we join the two groups examined above, we have a total of 32 participants, 
among whom those who enjoyed the clip to a certain and to a large degree thanks to 
its linguistic and its thematic components are 22 and 21 respectively, and those who 
found it a little or not at all offensive are 29 and 27. 
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Different from Italian humour Not at all To a small degree 
Factors L T V L T V 
Sex 
Male 3 2 14 13 13 25 
Female 5 4 10 11 10 17 
Age 
18 – 19 1 - 1 1 2 1 
20 – 29 3 1 8 9 6 17 
30 – 39 2 3 9 8 10 17 
40 – 49 - - 3 3 3 3 
50 – 59 1 1 1 - - 1 
60 – 69 1 1 2 3 2 3 
Religion 
Catholic 7 5 19 17 18 27 
Atheist - - 1 3 1 7 
Agnostic 1 1 2 2 2 6 
Other - - 1 1 2 2 
Education 
Secondary 2 1 12 9 10 18 
Higher 6 5 12 15 13 24 
English level 
None - - 1 4 3 5 
A1 – A2 4 4 13 9 7 16 
B1 – B2 4 2 9 9 12 18 
C1 - - 1 2 1 3 
Videos 
watched in 
English… 
Zero days/week 6 4 10 12 11 14 
1 – 2 days/week 1 1 10 7 9 14 
3 – 4 days/week 1 1 1 3 1 9 
5 – 7 days/week 0 - 3 2 2 5 
Table 21. Overview of participants who found Stripped not at all or a little different from 
Italian humour. 
A higher number of participants – precisely, 41 of them (24 men and 17 women) – 
rated this type of humour as quite different from the Italian one, on a linguistic level; 24 
of them expressed the same opinion about the thematic aspect of the clip and the other 
17 gave the answers ‘To a small degree’ (8) and ‘To a large degree’ (9). However, from 
a visual perspective, fewer people (13) found the sketch dissimilar from Italian comedy, 
while the others deemed it as not at all (9), a little (18) or very different (1). These 
respondents are 21-68 years old, and 22 of them are Catholic, 11 are atheist and 6 are 
agnostic. As regards their education, 19 of these 41 Italians attended a secondary/high 
school, while the other 22 obtained a degree or a PhD. Moreover, except for three 
people, all the others have some knowledge of English going from A1 (9) through A2 
(7) and B1 (13) up to B2 (9). Those who lived in the United Kingdom, in the United 
States or in Ireland – for a period of time between 1 and 12 months – are six, and those 
who were already familiar with Eddie Izzard are two. As for their audiovisual habits, 10 
respondents never watch any videos in English and as many as 17 do so 1-2 days a 
week; the other 14 participants have this habit 3-4 days (6) or 5-7 days a week (8). The 
most influential factor that may explain these respondents’ perception of the clip could 
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be linked to the fact that as many as 27 of them never or rarely watch videos in 
English, which may have led them to spot more dissimilarities between this type of 
humour and the Italian one. It is also interesting to see that more men than women 
noticed a fair amount of differences. 
Finally, 30 participants (12 men and 18 women) assessed this sketch as very 
different from Italian humour from a linguistic point of view and 29 thought the same 
about the topics addressed by the comedian, while the other one answered ‘To a 
certain degree’. Based on the visual aspect of the video, 15 of these 30 Italians opted 
for ‘[Different] To a large degree’, 7 of them selected ‘To a small degree’ and 8 chose 
‘To a certain degree’. Their age is between 19 and 69, and their religious views are 
Catholic (23), atheist (4) and agnostic (1). As far as their education is concerned, 12 
participants have a secondary education qualification and 18 of them took a degree or 
a PhD. Only one of the participants has no command of English at all, whereas the 
others have an A1 (7), an A2 (8), a B1 (6), B2 (5) or a C1 (3) level. Among these 30 
respondents, 2 of them lived in the United Kingdom and in Ireland for 1-3 months and 
1-3 years, and 3 of them had previously heard of Eddie Izzard. Moreover, 9 participants 
are not used to ever watching any audiovisual products in English, another 12 do so 1-
2 days a week, and those who have this habit 3-4 days or 5-7 days a week are 6 and 3 
respectively. As already said for the previous cluster, here too it could be argued that 
the figures that stand out the most are those related to the participants’ habit of 
watching videos English. To be precise, the majority of them do this never or once or 
twice a week, which may suggest that they are not often exposed to this type of 
comedy and, as a result, they perceive it as distant from the forms of humour that they 
are familiar with in Italian. However, differently from the previous cluster, here those 
who detected many dissimilarities between British and Italian comedy are women more 
than men. 
Although these 71 participants – i.e. the people forming the two groups that we 
have just described and analysed – perceived this clip as different from Italian humour, 
43 and 47 of them rated it as quite or very amusing on a linguistic and a thematic level 
respectively, and 65 and 62 of them thought that it was not at all or only a little 
offensive. 
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Different from Italian humour To a certain degree To a large degree 
Factors L T V L T V 
Sex 
Male 24 18 8 12 19 5 
Female 17 16 13 18 21 11 
Age 
18 – 19 - 1 - 1 - 1 
20 – 29 15 16 6 9 13 5 
30 – 39 18 10 8 8 13 2 
40 – 49 5 3 4 9 11 7 
50 – 59 - - 1 2 2 - 
60 – 69 3 4 2 1 1 1 
Religion 
Catholic 22 22 13 23 24 10 
Atheist 11 8 6 4 9 4 
Agnostic 6 3 1 1 4 1 
Other 2 1 1 1 1 - 
Education 
Secondary 19 17 5 12 14 7 
Higher 22 17 16 18 26 9 
English level 
None 3 4 1 11 1 1 
A1 – A2 16 16 8 15 17 7 
B1 – B2 22 13 12 11 19 7 
C1 - 1 - 3 3 1 
Videos 
watched in 
English… 
Zero days/week 10 12 8 9 10 5 
1 – 2 days/week 17 12 6 12 15 7 
3 – 4 days/week 6 6 5 6 8 1 
5 – 7 days/week 8 4 2 3 7 3 
Table 22. Overview of participants who found Stripped quite or very different from Italian 
humour. 
6.5 Conclusions 
This chapter has analysed all the data collected by means of the online survey 
questionnaire that was designed to carry out this research project. Section 6.2, Section 
6.3 and Section 6.4 examined the results obtained through the participants’ answers to 
all the questions concerning how entertaining, offensive and different from Italian 
humour the clips were – respectively Dress to Kill, Circle and Stripped – based on their 
linguistic, thematic and visual features. All the responses were discussed in relation to 
all the main factors that characterise the sample of participants, and the results were 
also shown both with charts and with tables. The findings will be summarised in the 
final chapter of this dissertation (see Section 9.1); however, it is enough to observe the 
charts reported in this chapter to notice that the three sketches triggered an overall 
positive reaction among the 103 Italians (see Table 23 below). Indeed, the majority of 
them answered ‘[Funny] To a certain degree’ and ‘[Funny] To a large degree’, and ‘Not 
at all [offensive]’ and ‘[Offensive] To a small degree’, and this applies to the linguistic, 
the thematic and the visual aspects of the clips. As for the differences between Eddie 
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Izzard’s humour and Italian comedy, most of the respondents opted for ‘[Different] To a 
certain degree’ and ‘[Different] To a large degree’ but mainly for the linguistic and the 
thematic features of the videos. 
 
Most relevant answers Linguistically Thematically Visually 
Quite/very funny 70 73.7 63 
Not offensive 68.3 59.7 82.3 
A little different 27.3 24 39.33 
Quite different 41.7 37.3 27.7 
Very different 28.3 38 17.7 
Table 23. Most relevant answers regarding the reaction to the clips and average no. of 
participants who gave them, across the three clips. 
Stripped was the least appreciated of the three sketches, with 29, 24 and 37 
respondents rating it as only a little funny on a linguistic, thematic and visual level 
respectively, whereas the topics of Dress to Kill and Circle were assessed as a little 
offensive by 33 and 30 respondents. Several findings illustrated in this chapter emerge 
as slightly unexpected compared to the working hypothesis, which makes them directly 
relevant and useful in addressing RQ1. They can be deemed as very positive, if we 
consider that Italians are not used to stand-up comedy or to comics treating themes 
related to history (e.g. empires, dictators and World War II), religion (e.g. Catholic 
popes and the Last Supper) and atheism (e.g. evolutionism vs creationism), especially 
when the tone used for the second subject is a blasphemous one (see Section 3.2.1). 
This confirmation on cultural distance and different comedic style proves useful to 
identify some patterns – not all of them convincingly distinguishable – in terms of the 
relationships between perception of enjoyment and understanding of humour and the 
individuals’ worldviews (as determined by their religious stances, education, 
competence in English, etc.). As already underscored above, the reaction to the clips 
was overall positive and even the majority of the Catholic participants enjoyed the 
sketches and did not perceive them as offensive from a linguistic, a thematic or a visual 
point of view. Another important aspect is that, among the factors involved in the study, 
age did not seem to play a highly significant role, while a higher level of education 
could be linked to greater appreciation and open-mindedness towards the clips based 
on some of the data, although some others contradict this argument. As far as gender 
is concerned, some of the figures did show a gap but they do not necessarily lead to 
any particular conclusions. According to the responses collected, the cases that are 
worth highlighting are the following: 
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• Dress to Kill – Eddie Izzard wears women’s clothes and make-up, and he talks 
about colonialism and empires, dictators, and World War II. More women than 
men gave the answer ‘[Funny] To a small degree’ for the linguistic (19 vs 12) and 
the thematic components (18 vs 11). 
• Circle – the comedian sports women’s leather trousers and high-heel boots, as 
well as make-up, and the topics are Catholic popes and the Last Supper, which 
he discusses in a rather blasphemous way. More men than women opted for 
‘[Funny] To a small degree’ from a linguistic (13 vs 5) and a visual point of view 
(22 vs 6), whereas more women than men perceived the clip as entertaining ‘To 
a large degree’ linguistically (20 vs 12) and thematically (22 vs 14) – and, 
whether it is a coincidence or the result of a consistent and logical reaction, more 
men than women (22 vs 15) considered it as rather different from Italian humour 
from a linguistic perspective. 
• Stripped – Eddie Izzard wears men’s clothes but also some nail polish, and he 
deals with science vs religion and evolutionism vs creationism from his 
perspective as an atheist. The women who rated the linguistic aspects of the 
sketch as not offensive at all are more than the men (41 vs 30), and more men 
than women found this type of comedy as visually dissimilar from Italian humour 
to a small degree (25 vs 17). 
As for the influence that the level of English may have had on the results, if we focus 
on the two ends of the scale, i.e. those who know very little (A1 level) or no English at 
all and those who have a higher intermediate (B2) or an advanced knowledge (C1) of 
it, there are no remarkable differences in their reactions to the clips. Overall, both 
groups found the three sketches entertaining, not offensive, and different from Italian 
humour. This prompts the idea that, perhaps, knowing some English is helpful but not 
essential – it is likely that, for those who have a low command of English, if any, this is 
compensated for by the other aspects involved in the audiovisual product, e.g. the 
comedian’s body language and non-verbal humour, the tone of his voice and the 
audience’s laughter.  
Furthermore, it has been noticed that those who have had more viewing 
experiences of English audiovisual material find the British humour of the clips quite or 
very different from the Italian, whereas one would expect the opposite, based on the 
fact that they have a certain familiarity with foreign comedy products. However, the 
reason behind this perception could be the fact that they have had more chances to 
spot the dissimilarities between the two cultural systems and the two approaches to 
humour, compared to those who never or only rarely watch videos in English. It is also 
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important to point out that, although the majority of the respondents found the comedy 
of the three sketches different from Italian humour, they still enjoyed it and did not find 
it offensive – this is also valid for those who do not watch audiovisual material in 
English regularly. Regarding these respondents, it could be argued that they have a 
very versatile and open-minded sense of humour, which leads to the idea that perhaps 
people’s perception of a foreign type of humour is determined also by their subjective 
sense of humour (see Chiaro 1992: 5; Sully 1902: 84-85), and not only by what they 
are exposed to in their own country and within their national cultural system.  
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7  
Data Analysis: The Online Survey Questionnaire II 
7.1 Introduction 
This chapter further investigates the answers given by the 103 Italian participants to the 
questionnaire by observing, in particular, their viewing experience and their approach 
to subtitles/images, as well as the aspects that may have made it easier or harder for 
them to understand and enjoy the clips. 
For a matter of readability and flow, this chapter follows the structure of the 
previous one. Therefore, Section 7.2, Section 7.3 and Section 7.4 focus on the 
question that asked the participants to what extent they paid attention to the subtitles 
and to the images when watching the sketches taken from Dress to Kill, Circle and 
Stripped respectively. These sections are subdivided into smaller ones according to the 
answer chosen by the respondents from the following: ‘Not at all’, ‘To a small degree’, 
‘To a certain degree’ and ‘To a large degree’. Moreover, the comments left by some of 
the participants on each video are reported; indeed, an open-ended question asked 
them to express in their own words any thoughts that they may have had on the clips. 
However, as this question was an optional one, only a small percentage of them wrote 
in their observations, which are reported here as those who chose to answer this 
question truly had something to point out.  
Section 7.5 delves into the participants’ responses to the questions asked at the 
very end of the questionnaire. Their aim is to discover how the entire reading and 
viewing experience was, based on a series of factors that may have helped or hindered 
Italians’ comprehension and appreciation of the sketches, such as the length and 
speed of the subtitles, the English audio, the comedian’s body language and the 
audience’s laughter.  
The purpose of the aforementioned sections is to illustrate the data in a 
descriptive way (including charts) and, at the same time, start providing an analytical 
interpretation of such data by hinting at what the results may stand for. Indeed, this will 
help pave the way for the following chapters and the overall analysis of both the sets of 
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data collected, i.e. the questionnaire and the eye-tracking ones. Finally, Section 7.6 
offers a summary of the main findings emerged from this chapter and draws all the 
relevant conclusions. 
7.2 Dress to Kill 
This section investigates the participants’ approach to the combination of subtitles and 
images of the Dress to Kill sketch, as well as the comments left by some of them in 
relation to their viewing experience. 
7.2.1 Attention to subtitles/images and further comments 
As regards the attention devoted by the participants to the subtitles and to the images 
while watching this clip, the chart reported below shows the main results, which are 
described and analysed in this section – all the figures characterising the various 
clusters of respondents can be seen in Table 54, Appendix 3.1.  
 
 
Chart 29. Dress to Kill. Self-assessed degree of attention on the subtitles and on the 
images. 
The majority of the respondents believed that they focused on the subtitles to a large 
degree (60.2%) and on the images to a certain degree (63.1%), followed by those who 
thought that they had looked at the former to a certain degree (35%) and at the latter to 
a large degree (23.3%). 
7.2.1.1  ‘Not at all’ and ‘To a small degree’ 
When asked to what extent they focused on the subtitles, nobody chose the answer 
‘Not at all’ and only 5 Italians (2 men and 3 women) opted for ‘To a small degree’. 
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Among these participants, 4 of them are in their 20s, they assessed their knowledge of 
English as B2 (2) or C1 (2) and they watch English audiovisual material three (1) or 
seven days (3) a week. Moreover, they stated that they focused on the images to a 
certain (1) or to a large degree (3), and one of them already knew some of Eddie 
Izzard’s routines. As for the other participant, he is 67 years old, his English level is A2 
and he never watches any videos in English during a typical week; he gave the same 
answer to define the attention that he paid to the images. On the whole, none of them 
lived in an English-speaking country, and the level of education is the secondary one 
for two of them and the higher one for the other three. These results seem to suggest 
that, except for this man, those who managed to focus more on the images than on the 
subtitles are young participants whose command of English is very good and who are 
used to watching audiovisual products in this foreign language at least three days a 
week.  
The only comment found within this group was left by the 67-year-old man who, 
in his response to the open-answer question, explained that the sequence of images 
and words was too fast, and that the study required him to stay too steady while 
watching the video. 
7.2.1.2 ‘To a certain degree’  
As regards the number of respondents who thought that they focused on the subtitles 
to a certain degree, this group is composed of 36 Italians (15 men and 21 women), 
aged 18-69 and with different levels of English going from A1 (5) through A2 (6), B1 
(14) and B2 (8) up to C1 (3). As for the attention devoted to the images, 4 people opted 
for the answer ‘To a small degree’, whereas most of them stated that they managed to 
also focus on the images to a certain (24) or to a large degree (8). As far as their 
education is concerned, the majority is composed of 24 people who attended a higher 
education institute, while the other 12 have a secondary education qualification. Among 
these 36 participants, there are 8 who lived in the United Kingdom, in the United States 
or in Ireland, or in two of these three countries for as little as one month or as long as 
one year, and three of them had heard of Eddie Izzard before. Those who never watch 
any videos in English are 11, while 14 people only have this habit 1-2 days a week; the 
remaining 11 participants are accustomed to doing this 3-4 days (8) or 5-7 days a week 
(3). It seems that most of these respondents believed that they were able to pay 
attention to both subtitles and images at least to the same degree. It could be argued 
that this may be due to the fact that the greatest part of them has a higher education 
qualification, as well as an intermediate or higher intermediate knowledge of English; 
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moreover, 25 of them watch audiovisual products in English between one and seven 
days a week, and 8 of them had a living experience in an Anglophone country. 
Some of the participants belonging to this group left a comment and two of 
these are related to Eddie Izzard’s style, e.g. ‘Since I don’t know this comedian, much 
of my attention was caught by his style, especially from a visual perspective’ and ‘His 
facial expressions and his body language are amazing’. All the other comments are in 
reference to the topics discussed by the comedian and/or their reaction to them, such 
as ‘This comedian knows many historic facts, which he ridicules maybe excessively, 
and this could be why this clip didn’t make me laugh too much’; ‘[I like his] Creativity 
when he imagines some of the dialogues such as the one between Hitler and Eva’; ‘He 
is very funny and ironic’; ‘The figures about those who died [during the Second World 
War] were in contrast with the overall humour [of the sketch]’; and ‘It was very 
interesting to observe the British point of view on a subject of global interest [the 
Second World War], depicted with the subtle and straightforward British humour’. 
7.2.1.3 ‘To a large degree’ 
As many as 62 Italians (35 men and 27 women) stated that they paid much attention to 
the subtitles and they focused on the images to a small (9), a certain (40) or a large 
degree (13). Their age ranges from 18 to 67. Regarding their education, 28 of them 
attended a secondary/high school, while the other 34 obtained a degree or a PhD; and 
the most common English levels are A1 (17), A2 (15) and B1 (18), followed by no 
command of English (8) and B2 (4). Moreover, 6 Italians from this group lived in the 
United Kingdom, in the United States or in Ireland for 1-6 months, and another one had 
already heard of Eddie Izzard before. A large part of these participants (25) never 
watches any audiovisual material in English and another consistent part of them (23) 
only does so 1-2 days a week. Those who are used to watching videos in English more 
regularly are 14 in total, and they do this 3-4 days (7) and 5-7 days a week (7). Based 
on the data collected, the reasons for which these 62 participants needed to or purely 
happened to look at the subtitles to a large degree may be linked – for many of them – 
to their English beginner’s level and to the fact that they do not have any audiovisual 
viewing experience in English or, for most of those who do, this only occurs once or 
twice a week. 
Several of the participants belonging to this cluster commented on this clip by 
describing Eddie Izzard’s sense of humour and their perception of it, e.g. ‘A realistic 
way of depicting Europe as it was in the past with a view of the present that is not as 
far as it wants to seem’; ‘At first I found it hard to understand his point. I don’t find it 
very funny, it was more ironic and inappropriate than funny, except for a few lighter 
 
 
187 
jokes’; ‘Macabre humour’; ‘Very interesting theme, a relevant discussion that is good 
food for thought’; ‘This is the funniest of the three sketches’; and ‘Being ironic about 
such negative historic events is definitely very suitable for conveying important 
messages while entertaining the audience. I had some difficulties in following the clip 
keeping my eyes on the subtitles’. There is a striking resemblance between the last 
comment and the fact that other respondents also expressed their opinion on their 
viewing experience by writing: ‘As I had to read the subtitles for almost the entire 
sketch, it was less funny (for me)’; ‘I have noticed that some of the subtitles were so 
fast that it was impossible to read them’; ‘The clip is edited in a way that makes it hard 
to reach full awareness of the humour’; and ‘He doesn’t gesticulate much’. 
Furthermore, a very detailed observation was made on several features of the sketch 
by one of the respondents, who wrote: ‘This is funny, although the humour of this clip 
depends on a good knowledge of precise historical facts as well as of political 
dynamics on an international level; despite this, the comedian’s impact – both from a 
linguistic and from a gestural and/or visual point of view – is remarkable, especially 
when historical characters and facts that are well-known worldwide are downplayed.’ 
7.3 Circle 
This section explores the same aspects as those observed in the previous one, i.e. the 
audience’s degree of attention to the subtitles and to the images, as well as the 
personal opinion expressed by some of them in reference to their viewing experience, 
with respect to the sketch taken from Circle. 
7.3.1 Attention to subtitles/images and further comments 
In order to immediately have an idea of the answers given by the participants, the 
following chart provides the main figures of the results which will be discussed further 
ahead - a schematic summary of the respondents’ characteristics can be found in 
Table 55, Appendix 3.1.  
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Chart 30. Circle. Self-assessed degree of attention on the subtitles and on the images. 
Overall, it stands out that as much as 35.9% and 57.3% of the respondents thought 
that they had focused on the subtitles to a certain degree and to a large degree 
respectively, and 62.1% of them answered that they had looked at the images to a 
certain degree. 
7.3.1.1  ‘Not at all’ and ‘To a small degree’ 
Starting with those who believed that they paid little attention to the subtitles, we have 7 
people (3 men and 4 women) aged 25-67. The oldest one of them did not manage to 
focus on the images at all, while the others did so to a certain (4) or to a large degree 
(2). All of them have a degree or a PhD, except for one, and their levels of English 
competence are A2 (1), B1 (1), B2 (2) and C1 (3). Moreover, 2 Italians lived in the 
United Kingdom for 4-12 months, and 3 participants from this group had previously 
heard of Eddie Izzard. Except for one person who never watches any videos in English, 
3 respondents do this from one to three days a week, and the other 3 have this habit 
four or seven days a week. Except for the oldest of them – who found it hard to watch 
the clips while having to maintain a certain position and try to find a compromise 
between relying on the subtitles and on the images – the fact that the other 6 did not 
need the former much may be due to their very good command of English, their 
familiarity with Eddie Izzard for some of them and their habit of watching audiovisual 
products in English often.  
Finally, the oldest Italian of the group commented on the fact that the subjects 
addressed by the comedian are difficult ones to deal with in Italy. 
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7.3.1.2 ‘To a certain degree’  
As many as 37 participants thought that they devoted their attention to the subtitles to a 
certain degree and 26 of them believed that they managed to do the same with the 
images, followed by those who concentrated on them to a small (7) and to a large 
degree (4). These 37 Italians (19 men and 18 women) belong to an age range of 18-
69. As regards their education, 15 of them went to a secondary/high school and 22 
took either a degree or a PhD. Here, the different levels of English include 2 people 
with no command of this foreign language, 5 A1s, 6 A2s, 13 B1s, 9 B2s and 3 C1s. 
Furthermore, 7 Italians lived in the United Kingdom, in the United States or in Ireland 
for 1-3 to 7-12 months, and 2 of them were already familiar with Eddie Izzard. As for 
their audiovisual habits, 12 participants never watch any videos in English, 15 only do 
so 1-2 days a week, and another 10 are accustomed to doing this 3-4 days (6) or 5-7 
days a week (4). All these data may suggest that most of these 37 Italians were able to 
devote the same degree of attention to both subtitles and images. However, it also 
seems that the majority of this entire cluster is composed of Italians who never or rarely 
watch any videos in English during a typical week. 
A few comments were left by 5 people who all emphasised aspects relating to 
the topics of the clip and how they positively reacted to them: ‘The second sketch 
reached me successfully and that is due to my stance with regard to the Catholic 
religion’; ‘I found this theme “fresher” and the clip funnier than the first one’; ‘[I loved] 
The two associations vampirism-blood and cannibalism-food, concerning the Last 
Supper’; ‘I found the first part of the sketch [about the popes] very funny’; ‘He talks 
about important subjects in a comic way’. 
7.3.1.3 ‘To a large degree’ 
The last group to analyse is represented by the 59 participants (30 men and 29 
women) who stated that they focused on the subtitles to a large degree, while their 
attention was on the images to a small (8), a certain (34) or a large degree (17). Their 
age ranges from 18 to 67, and 26 of them have a secondary education qualification, 
while the other 33 hold a degree or a PhD. In terms of English competence, the levels 
found within this group are A1 (17), A2 (15), B1 (18) and B2 (3), besides 6 people who 
have no knowledge of this language. Furthermore, 5 Italians from this group lived in the 
United Kingdom or in Ireland for 1-6 months, and another participant had previously 
heard of Eddie Izzard. As many as 24 of these 59 Italians never watch any audiovisual 
material in English and another 20 do this 1-2 days a week; those who have this habit 
3-4 days or 5-7 days a week are 8 and 7 respectively. The fact that as many as 59 
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participants paid attention to the subtitles to a large degree could be attributed to a high 
percentage of these people having a basic or no command of English, as well as to 
their lack of audiovisual viewing experiences in this language, which some of them do 
have but only once or twice a week. 
Finally, several participants left comments that are mostly linked to the subject 
of the clip and to how they perceived it, for example: ‘The Church as a subject has 
always been a theme of which people are afraid to talk’; ‘Some of the jokes made me 
smile, but I don’t find this topic entertaining’; ‘There should be more people who are 
brave enough to talk about certain subjects in an ironic way’; ‘Very original topic’; ‘The 
sketch drawn upon the Last Supper was just fantastic’; ‘This is funny if one manages to 
look at it independently from its content’ and ‘This type of humour is rather 
blasphemous’. Other comments make a comparison with Italian humour or point out 
other aspects characterising the viewing experience, such as: ‘Compared to Italian 
comedy, I find this more effective on the visual level rather than on the linguistic and 
the thematic one’; ‘When watching this clip, I found it hard to associate the facial 
expressions and, thus, the images to the theme addressed by the comedian; therefore, 
it was more difficult for me to get the humorous note’; and ‘It looks as if he is trying and 
striving to be funny, but not in a spontaneous way’. 
7.4 Stripped 
Mirroring the structure of the previous sections, this one shows the data collected by 
asking the participants about the degree to which they focused on the subtitles and/or 
on the images, besides attempting to offer a brief preliminary interpretation of such 
data. In particular, this section centres on the sketch taken from Stripped, and the 
comments made by some of the participants in reference to it are also reported. 
7.4.1 Attention to subtitles/images and further comments 
The following chart will offer a quick insight into the answers given by the respondents 
to assess their own attention distribution during the screening of Stripped – such 
answers are presented in relation to the main features of the respondents who gave 
them in Table 56, Appendix 3.1.  
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Chart 31. Stripped. Self-assessed degree of attention on the subtitles and on the 
images. 
A similar trend to that highlighted for Dress to Kill and Circle characterises the 
participants’ perception of their own attention while watching Stripped. Indeed, the most 
numerous clusters are those representing a high focus on the written linguistic stimulus 
(59.2%) and a fairly high focus on the visual stimulus (55.3%). It is also worth 
underlining that 32% and 26.2% of the respondents stated that their attention was on 
the subtitles to a certain degree and on the images to a large degree respectively. 
7.4.1.1  ‘Not at all’ and ‘To a small degree’ 
The participants who answered that they paid attention to the subtitles only to a small 
degree are 9 (3 men and 6 women) and 2 of them thought that they devoted the same 
amount of attention to the images, 3 of them did so to a certain degree and 4 to a large 
degree. Their age ranges from 18 to 67, and 3 of them have a secondary school 
qualification and the other 6 took a degree or a PhD. Their level of English spans from 
A2 (1) through B1 (1) and B2 (4) up to C1 (3). Among these 9 Italians, 3 of them lived 
in the United Kingdom or in the United States for 1-3 or 7-12 months, and another 2 of 
them were already familiar with Eddie Izzard. Except for one person who never 
watches any videos in English, the other 8 tend to do this 1-2 days (2), 3-4 days (3) 
and 5-7 days a week (3). If we exclude the case of the 67-year-old man who openly 
stated that he found it very demanding to enjoy the entire viewing experience, the 
reasons for which the other participants focused on the subtitles only to a small degree 
may be simply due to the fact that they did not need them much to understand the clips 
and could perhaps rely more on the images. Indeed, the majority of them have a very 
good knowledge of English, watch videos in English from four to seven days a week, 
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and some of them lived in an English-speaking country, while some others were 
already familiar with Eddie Izzard. 
Three comments were left in reference to this sketch and they are the following: 
‘The dinosaurs’ prayer was phenomenal!’; ‘Compared to the English humour that I 
know and I consider as intelligent, it seemed to me that this comedian did not have a 
humour that was up to the topics he addressed’; and ‘My attention was rather 
limited/dropped’. 
7.4.1.2 ‘To a certain degree’ 
A higher number of Italians – precisely, 33 of them (18 men and 15 women) – thought 
that they looked at the subtitles to a certain degree and the majority of them (23) paid 
attention to the images to the same degree, while the other 10 did so to a small (6) or 
to a large degree (4). Their age range is 18-69 and 13 of them attended a secondary/ 
high school, while the other 20 obtained a degree or a PhD. Except for one person who 
has no command of English at all, the others assessed their level as A1 (5), A2 (6), B1 
(14), B2 (5) and C1 (2). Seven of these participants lived in the United Kingdom or in 
the United States for 1-6 months, and 3 of them had heard of Eddie Izzard before. In 
this group, 9 participants never watch any videos in English and another 16 have this 
habit 1-2 days a week, while those who watch audiovisual products either 3-4 days or 
5-7 days a week are 6 and 2 respectively. It could be argued that most of these Italians 
relied on the subtitles to a certain degree as they were also able to pay attention to the 
images to the same, if not to a higher, degree. This approach to the clip may be related 
to the English competence of the majority of them, which goes from no knowledge at all 
to a lower intermediate B1 level. Furthermore, 25 of them either do not watch videos in 
English at all or only do so once or twice a week. 
As regards the comments left by the participants belonging to this cluster, 
several of them are observations about the visual aspects of the sketch and sometimes 
include a comparison with Italian humour, e.g. ‘I appreciated the body language and 
the facial expressions more than everything else’; ‘I have noticed that the comedian 
does not wear women shoes and clothes in this clip’; ‘In this case, the clothes and the 
scenography were maybe more similar to those that we are used to in Italy in this 
context’; and ‘I liked his impression of the dinosaurs’. The other comments discuss the 
subjects of the sketch or express specific opinions about humour in Britain and in Italy, 
such as ‘He deals with important themes and makes people think about them while 
entertaining’; ‘English humour manages to engage the audience, no matter how 
different it is from the Italian one’; and ‘In Italy, “religious” topics are addressed by 
comedians always with discretion; they mainly criticise the Church without ever 
 
 
193 
“touching” what is literally written in the Bible; anyway, I think the clip was very funny, 
especially for the very expressive body language and face expressions’. 
7.4.1.3 ‘To a large degree’ 
Those who stated that their attention was on the subtitles to a large degree are 61 (31 
men and 30 women), and 19 of them believed that they managed to focus on the 
images to the same extent, while the participants who concentrated on the images not 
at all, to a small degree or to a certain degree are 1, 10 and 31 respectively. The age of 
these 61 Italians ranges from 19 to 67, and 26 of them have a secondary education 
qualification, whereas the other 35 hold a degree or a PhD. The participants who do 
not have any command of English are 7; the others have an A1 (17), A2 (15), B1 (17) 
or B2 (5) level. Moreover, 4 of them lived in the United Kingdom or in Ireland for 1-6 
months. As many as 27 Italians from this group never watch any videos in English; 
another 19 of them only do so 1-2 days a week. There is also a total of 15 respondents 
who watch audiovisual products in English 3-4 days (7) and 5-7 days a week (8). For 
the majority of these 61 participants, two potential reasons for which they focused on 
the subtitles to a large degree could be their level of English, which goes from none to 
A2 for 39 of them, and the fact that 27 of them are not used to audiovisual viewing 
experiences in English and another 19 of them are but only once or twice a week. 
The comments left by some of these participants offer a deeper insight into their 
reaction and thoughts. Some of them concern the topics treated by the comedian and 
how he dealt with them, e.g. ‘It makes you laugh with clenched teeth, but it makes you 
think about the themes he addresses’ and ‘He trivialises scientific and theological 
subjects about which he does not seem to have much knowledge’. The other 
comments either make a comparison between Italian and English humour by also 
providing a few precise details, e.g. ‘According to me, the third satirical sketch is the 
closest one to Italian humour: well-focused on the dialectics and on topics that can be 
defined as “existential”, which makes it easier to engage the viewer’, or result from the 
participant’s expectations of English humour, e.g. ‘I had a different idea of English 
humour; he was not able to get me engaged’.  
7.5 Other questions on the viewing experience 
7.5.1 Following the subtitles  
At the very end of the questionnaire, participants were asked to answer two main 
questions relating to the entire viewing experience of the three clips. The first question 
aimed to discover whether one or more of the three factors suggested among the 
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answers made it difficult for the Italians to follow the subtitles, and to what extent. By 
translating the figures reported in Chart 32 into percentages, the most significant ones 
that need to be mentioned are the following:  
 
• the least problematic aspects were the potentially poor clarity of the subtitles and 
the low familiarity with subtitles on screen, which were not perceived as an 
obstacle by 71.4% and 50.5% of the respondents respectively; 
• the speed/length of the subtitles was rated as a difficulty to a small degree and to 
a certain degree by 43.7% and 22.3% of the participants, and these two answers 
were also given by 19.4% and 20.4% of them respectively, in relation to the fact 
of not being accustomed to subtitles. 
 
 
Chart 32. Factors that may have hindered the overall viewing experience. 
The first factor is represented by the speed and the length of the subtitles, as 
sometimes they can be too fast and too long, which results in the viewer not having 
enough time to fully read a subtitle. Those who did not consider this as a hindrance are 
30 (13 men and 17 women) and they gave the same answer regarding one of the other 
two factors suggested to them, i.e. the potentially poor linguistic clarity of the subtitles, 
except for one of them who perceived this as a problem to a small degree. As for the 
third factor, which is related to not being used to having subtitles on the screen, 24 of 
these 30 Italians did not deem this as an issue, while the other 6 gave the answers ‘To 
a small degree’ (3), ‘To a certain degree’ (1) and ‘To a large degree’ (2). The age of 
this group ranges mainly from 18 to 39, with two more people being 42 and 65. As far 
as their education is concerned, 14 of these Italians attended a secondary/high school 
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and 16 hold a degree; and their English competence covers the A1 (6), A2 (5), B1 (12), 
B2 (4) and C1 (3) levels. Moreover, 5 of them lived in the United Kingdom or in the 
United States for 1-3 months up to 7-12 months, and 5 Italians in total were already 
familiar with Eddie Izzard. In this group, there are 5 Italians who never watch any 
audiovisual products in English, 10 who have this habit 1-2 days a week, and another 
15 in total who do 3-4 days (8) or 5-7 days a week (7). The fact that more than half of 
these participants are used to watching videos in English with subtitles between two 
and seven days a week may justify why they did not have any difficulties at all during 
their viewing experience.  
A higher number of Italians – precisely, 45 of them (23 men and 22 women) – 
found it a little demanding to follow the subtitles due to their speed and length. As 
regards the poor linguistic clarity of the subtitles, only 11 of them rated it as a problem 
to a small degree; indeed, the majority of them (33) did not see this factor as an 
impediment at all, except for one person who ticked the ‘To a certain degree’ box. As 
for the fact of not being accustomed to the presence of subtitles on the screen, 12 
Italians thought that this was the cause of not being able to read the subtitles to a small 
degree, whereas the other 33 participants opted for the answers ‘Not at all’ (22), ‘To a 
certain degree’ (9) and ‘To a large degree’ (2). The age within this group spans from 18 
to 67, and 15 of these participants have a secondary education qualification, while the 
other 30 obtained either a degree or a PhD. Except for one of them who has no 
command of English at all, 22 of them have a lower or higher basic level of A1 (9) or A2 
(13), and 20 of them have a lower or higher intermediate level of B1 (13) or B2 (7), 
besides 2 participants with an advanced C1 level. Furthermore, 7 Italians lived in the 
United Kingdom, in the United States or in Ireland for 1-6 months and 1-3 years, and 
one of them had heard of Eddie Izzard before. As far as their audiovisual habits are 
concerned, 15 of these Italians never watch any videos in English, another 19 do so 1-
2 days a week, while fewer people have this habit more frequently, for instance 3-4 
days (5) and 5-7 days a week (6). Although it appears as hard to understand what may 
have caused these participants to find it slightly challenging to follow the subtitles, it 
seems safe to argue that their gender, their education and their competence in English 
cannot be considered as influential factors, based on the aforementioned figures. The 
only factor that could be taken into account is the habit of watching videos in English 
(with subtitles), which 15 of these Italians do not have at all, while another 19 have it 
once or twice a week only. This may be linked to the fact that the dominant and 
traditional audiovisual translation mode in Italy is dubbing.  
As regards the group of people who assessed the speed and length of the 
subtitles as an obstacle to a certain degree, 23 Italians (14 men and 9 women) 
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expressed this opinion. However, only 2 of them gave the same answer regarding the 
possibility of the poor linguistic clarity of the subtitles being a problem, whereas the 
other thought that it did not represent an issue at all (12) or it did only to a small degree 
(9). Furthermore, 10 of them stated that not being used to having subtitles on the 
screen hindered their experience to a certain degree, while the rest of them opted for 
the answers ‘Not at all’ (4), ‘To a small degree’ (5) and ‘To a large degree’ (4). Their 
age is between 22 and 69, and 11 of them attended a secondary/high school, whereas 
the other 12 took a degree or a PhD. Among these 23 Italians, 6 of them have no 
command of English, whereas the other 17 have an A1 (6), A2 (2), B1 (6) or B2 (3) 
level. Those who lived in the United Kingdom are two and they spent 4-12 months 
there, and overall none of these participants was already familiar with Eddie Izzard. 
Furthermore, 15 of them never watch any videos in English, 7 only do so 1-2 days a 
week, and another one of them is accustomed to doing this four days a week. In this 
case, it would seem clear that the reason why most of these 23 participants found it 
arduous to follow the subtitles may be related to the fact that almost all of them are not 
used to watching subtitled audiovisual products in English or only do this once or twice 
a week. Fourteen of them also stated that not being accustomed to having subtitles on 
screen represented an obstacle to a certain and to a large degree for them. 
Finally, 5 participants (2 men and 3 women) considered the length and speed of 
the subtitles as an impediment to their viewing experience to a large degree. As 
regards the poor linguistic clarity of the subtitles, their answers were ‘To a small 
degree’ (4) and ‘To a certain degree’ (1). As for the fact of not being used to watching 
audiovisual material with subtitles, this did not cause any complications for two Italians, 
whereas it did for the others to a certain degree (1) and to a large degree (2). The age 
range of this group is 24-67, their education is of secondary (2) or higher level (3), 
whereas their knowledge of English goes from none (1) through A1 (1) and A2 (2) to 
B1 (1). None of them lived in an Anglophone country or had heard of Eddie Izzard 
before, and 2 of them never watch any audiovisual products in English, whereas the 
other 3 do so two (1) or three days a week (2). These results could be explained by 
taking into account that these participants are not much used to watching subtitled 
videos in English, and the unfamiliarity with the presence of subtitles on the screen was 
a problem for 3 of them. 
7.5.2 Enjoying the viewing experience 
The very last question of the questionnaire aimed to discover to what extent three 
precise factors helped the understanding of the clips, disturbed the participants’ 
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viewing experience or were irrelevant. Based on the figures of Chart 33, in percentage, 
the audience’s laughter was the most irrelevant factor as it was perceived as such by 
60.2% of the respondents, although it was very helpful for 21.4% of them. The non-
verbal humour appears as the most useful of the three factors with 57.3% of the 
participants rating it as such, while it made no difference to the experience of 24.3% of 
them. The reaction to the English audio was rather varied as 37.9% of the sample 
found it very helpful, 29.1% of them thought that it was insignificant for their 
comprehension of the humour and 22.3% of them deemed it as slightly disturbing. 
 
 
Chart 33. Factors that may have disturbed or helped the viewing experience, or had no 
effect on it. 
Starting with those who were strongly distracted or disturbed by the English audio (the 
tone, the rhythm and the voice of the comic), this group is composed of 3 Italians (1 
man and 2 women), one of whom expressed the same opinion about the body 
language of the comedian and the laughter of the audience. These two factors were 
rated as irrelevant by one of the remaining 2 participants and as a valid aid to 
comprehension by the other. Their age is between 22 and 46, and they all attended a 
secondary/high school. Their levels of English are A1, A2 and B1, and one of them 
lived in the United States for 4-6 months. Moreover, 2 of them never watch any 
audiovisual material in English, while the other one does so five days a week. None of 
them was familiar with Eddie Izzard. Considering the low number of participants 
composing this group, it may be rather unreasonable to draw some conclusions in 
relation to the fact that the English audio distracted or disturbed them much. In 
particular, the respondent who lived in the United States for several months and is 
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used to watching videos in English five days a week might have given this answer 
because he wanted to follow both the audio track and the subtitles. 
Moving on to the Italians who felt as lightly distracted or disturbed by the 
English audio, 23 participants (13 men and 10 women) belong to this group. Regarding 
the comedian’s body language, 4 of them had the same opinion, whereas the other 19 
assessed it as a strong element of distraction/disturbance (1), an irrelevant factor (9), 
and a valid (8) or an essential (1) aid to comprehension. As for the laughter coming 
from the audience, those who opted again for ‘Light source of disturbance/distraction’ 
are 5, while the other 18 considered this aspect as a strong cause of 
disturbance/distraction (2), an irrelevant factor (14) or a valid help for the understanding 
of the sketches (2). The age of these 23 participants is between 22 and 69, and 8 of 
them have a secondary education  qualification, while another 15 obtained a degree or 
a PhD. Their English competence ranges from A1 (6) through A2 (7) and B1 (8) to B2 
(2). Moreover, 2 Italians lived in the United Kingdom or in Ireland for 1-6 months, 
however not even they had heard of Eddie Izzard before. Finally, 9 of them never 
watch any videos in English and 10 do so 1-2 days a week, whereas the remaining 4 
have this habit three days a week. Overall, it is interesting to see how these 23 people 
felt as slightly disturbed or distracted by the English audio, whereas the comedian’s 
non-verbal humour was considered as irrelevant or helpful in terms of comprehension 
by most of them and the audience’s laughter was rated as an irrelevant – or, at least, 
not negative – factor. As regards the high number of Italians who perceived the English 
audio as distracting or disturbing, this is due perhaps to the fact that they are exposed 
to dubbed audiovisual products on a daily basis. Nonetheless, those who lived in an 
English-speaking country and with a better knowledge of English might have had this 
perception as they wanted to follow both the audio and the subtitles. 
As many as 30 participants (16 men and 14 women) deemed the English audio 
as an irrelevant factor for their understanding of the clips. When evaluating the 
comedian’s body language, 12 of them gave the same answer, whereas the other 18 
rated is as a light element of disturbance/distraction (4) and a valid (12) or an essential 
(2) aid to comprehension. Twenty of these Italians also assessed the audience’s 
laughter as an irrelevant factor, while the remaining 10 people stated that this aspect 
strongly (1) or lightly (3) disturbed or distracted them, or helped them understand the 
sketches to a good extent (6). These 30 participants are aged 18-68, and half of them 
attended a secondary/high school, while the other half took a degree or a PhD. Among 
these Italians, 7 have no command of English and the rest of them defined their 
competence with the levels A1 (9), A2 (4), B1 (7) or B2 (3). Moreover, four of them 
lived in the United Kingdom, in the United States or in Ireland for 1-3, 4-6 or 7-12 
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months, but none of them or of the other participants were familiar with Eddie Izzard. 
Finally, over half of them (16) never watches any audiovisual products in English; those 
who do one or two days a week are 10, and the other 4 participants have this habit 
from four to six days a week. On the whole, it appears that the majority of these 30 
people who found the English audio as an irrelevant factor thought the same about the 
audience’s laughter, while they assessed the comedian’s body language as either 
irrelevant or useful for their comprehension of the clips. This may be due to the fact that 
a total of 20 of them have a basic or no knowledge of English, and a total of 26 of them 
either never watch videos in English or do this only once or twice a week, which means 
that what mattered the most to them – besides the subtitles, probably – could have not 
been anything else but the images, i.e. the non-verbal humour. 
A larger number of participants – 39 of them (19 men and 20 women) – deemed 
the English audio as a valid help for their understanding of the clips. The majority of 
them expressed the same opinion about the comedian’s body language, which instead 
was considered by the others as a light cause of disturbance/distraction (2), an 
irrelevant aspect (3) or as essential for the comprehension of the sketches (4). As 
regards the audience’s laughter, only 11 Italians believed that this was helpful to 
understand the clips; the others stated either that it lightly distracted/disturbed them (5) 
or that it was a neutral factor during their viewing experience (23). These 39 Italians are 
18-66 years old, and 15 of them have a secondary education qualification, while 24 of 
them hold a degree or a PhD. Except for one participant who has no command of 
English at all, the others belong to different levels such as A1 (6), A2 (11), B1 (15), B2 
(5) and C1 (1). Overall, 4 Italians lived in the United Kingdom for 1-6 months and 2 
Italians were familiar with Eddie Izzard. As far as their audiovisual habits are 
concerned, 9 of the participants never watch any videos in English, 15 of them have 
this habit 1-2 days a week, and another 15 in total are accustomed to doing this 3-4 
days (7) or 5-7 days a week (8). This cluster seems to be composed of people who 
managed (or perhaps needed) to rely on both the English audio and the non-verbal 
humour as two useful tools for a more thorough comprehension of the sketches. The 
features of this group are quite varied, however the majority is represented by those 
who have a higher basic or a lower intermediate knowledge of English and those who 
are used to watching audiovisual material in English from zero to two days a week, 
normally with subtitles. 
Lastly, we observe the group of 8 participants (3 men and 5 women) who rated 
the English audio as an essential aid for their comprehension of the clips. All of them 
thought that the body language of the comedian was useful for them to understand the 
videos and two of them expressed the same opinion about the audience’s laughter, 
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whereas the others considered this aspect as a light cause of distraction/disturbance 
(2) or an irrelevant factor (4). The age of these 8 Italians ranges from 23 to 31 and they 
all took a degree or a PhD, except for one person who has a secondary education 
qualification. Furthermore, they all have a good command of English at B1 (1), B2 (3) 
or C1 (4) level, and 3 of them lived in the United Kingdom for 1-3 or 7-12 months; 
moreover, 4 participants were already familiar with Eddie Izzard. Except for one of 
them who never watches any audiovisual products in English, the other 7 participants 
have this habit one day (2), 3-4 days (3) and seven days a week (2). It could be argued 
that these Italians were led to assess the English audio as essential and the 
comedian’s body language as helpful for their comprehension by the fact that they 
have a very good knowledge of the source language and, perhaps, they did not need 
the subtitles much. Moreover, most of these respondents either lived in an Anglophone 
country for up to a year or they had already heard of Eddie Izzard. 
7.6 Conclusions 
This chapter marks the transition from the analysis of the participants’ own perception 
of their viewing and reading experience to the observation of how this was recorded by 
the eye tracker through each respondent’s eye behaviour, which will be discussed in 
the next chapter. Section 7.2, Section 7.3 and Section 7.4 delved into how respondents 
perceived their attention distribution on the subtitles and on the images, based on the 
answers that they gave to quantify it, for the clips taken from Dress to Kill, Circle and 
Stripped respectively. These sections also provided an insight into some of the 
participants’ mind by reporting their comments, which tend to highlight Italians’ opinion 
of the themes treated by the comic and his comedy style. Overall, according to the 
responses given by the 103 Italians to both describe themselves, their linguistic skills 
and their audiovisual habits, and to answer the questions on their viewing experience, it 
could be argued that factors such as gender and age have not emerged as influential in 
relation to the extent to which these Italians (thought that they) focused on the subtitles 
and on the images. Regarding the gender, the greatest differences can be found in the 
following cases: 
• Dress to Kill: the men who stated that they concentrated on the subtitles to a 
large degree (35) were eight more than the women who did so (27); 
• Circle: the women who believed that they paid attention to the images to a large 
degree (15) were seven more than the men who did so (8); 
• Stripped: the men who answered that they looked at the images to a certain 
degree (33) were nine more than the women who did so (24), whereas the 
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women who watched the images to a large degree (18) were nine more than the 
men who did so (9). 
However, it may not be sensible to draw any conclusions from these figures, as the 
differences that they reveal are not highly remarkable, and the extent to which 
participants focused on the subtitles and/or the images is only their perception of it. As 
far as the age is concerned, it is important to point out that the two largest groups 
within the entire sample are composed of Italians in their 20s (36) and in their 30s (36), 
which may hinder any attempt to make valid assumptions based on this factor, unless 
the figures show a particularly unmistakable case. What is clear, instead, is that for the 
three sketches, the majority of people stated that they paid attention to the subtitles to 
a large degree (62 for Dress to Kill, 59 for Circle and 61 for Stripped) and to the images 
to a certain degree (65 for Dress to Kill, 64 for Circle and 57 for Stripped). 
 
 To a certain degree To a large degree 
Attention on subtitles 35.3 62 
Attention on images 60.7 24.7 
Table 24. Average no. of respondents across the three clips who assessed their degree 
of attention on subtitles and images as ‘To a certain degree’ and ‘To a large degree’. 
Moreover, it seems that the two deciding factors are the level of English and the habit, 
if any, of watching audiovisual material in English. 
As regards Section 7.5, the first part (7.5.1) illustrated to what extent three main 
factors may have been an impediment to the participants’ comprehension and 
appreciation of the clips. For as many as 74 Italians, the potentially poor linguistic 
quality of the subtitles did not have a negative influence at all; 52 respondents gave the 
same answer with respect to their unfamiliarity with the presence of subtitles on the 
screen, although for another 21 of them this was quite a significant problem; and 45 of 
them thought that the speed and length of the subtitles represented an issue to a small 
degree, whereas it was not so at all for another 30 of them.  
 
It was an obstacle… Speed/length of subtitles 
Poor clarity 
of subtitles 
Not being used 
to subtitles 
Not at all  30 74 52 
To a small degree 45 25 20 
To a certain degree 23 4 21 
Table 25. Participants’ perception of three factors that may have caused them problems 
in following the subtitles (most relevant answers). 
Based on the respondents’ answers, the only two factors that seem to mark a 
difference are related to how often, if ever, Italians watch videos in English and whether 
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they are used or not to having subtitles on screen. On the other hand, it is worth noting 
that the clips do present a few instances of subtitles that are not timed properly and 
disappear from the screen within a second, if not less. 
As for the second part of this section (7.5.2), it examined the factors that may 
have disturbed or distracted the participants, helped them better understand or enjoy 
the sketches, or had no effect at all on their viewing experience. The first factor was the 
English audio (the voice and the tone of the comic), which was slightly disturbing for 23 
Italians, irrelevant for another 30 of them and helpful for another 39. The second factor 
was the comedian’s body language (the non-verbal humour), which made no difference 
for 25 respondents and was deemed as useful by another 59 of them. The third factor 
was the audience’s laughter, which resulted as not being significant for 62 participants 
and was considered as helpful by another 22 of them.  
 
It was…. English audio Body language Audience’s laugh 
Slightly disturbing  23 10 15 
Irrelevant 30 25 62 
Very helpful 39 59 22 
Table 26. Participants’ perception of three factors that may have influenced their 
comprehension of the clips (most relevant answers). 
The participants composing each of the groups illustrated in this section present very 
varied features, which makes it difficult to speculate on the reasons behind their 
answers. It could be argued that the comedian’s voice and tone were helpful for those 
who have a basic or a lower intermediate level of English and either never watch 
videos in this foreign language or they mainly do so from one to three days a week. On 
the whole, however, the most influential aspect for the comprehension of the clips out 
of those suggested to the participants was the non-verbal humour. This is the humour 
conveyed by the comic through his body language, which can play a very important 
role in enhancing viewers’ enjoyment of this type of audiovisual material by 
complementing the verbal humour of the audio track (for those who have good source-
language listening skills) and that of the subtitles (for those who do not master the 
source language). 
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8 Data Analysis: The Eye-Tracking Data 
8.1 Introduction 
This chapter discusses the quantitative data that were collected to study how Italians 
watch and react to British stand-up comedy humour when interlingual subtitles are 
available: the eye-tracking data. In a symmetrical structure with the previous chapters, 
the present one is divided into three main sections, one for each clip. To be precise, 
Section 8.2 explores the viewing approach to Dress to Kill by the 77 Italian respondents 
for whom enough valid data were collected. Section 8.3 addresses the 67 cases 
related to the experience of watching Circle. Finally, Section 8.4 analyses the valid data 
available for 64 participants with respect to their eye behaviour in front of Stripped. 
These initial figures reveal that the study could not take into account the viewing 
experience of all the 103 participants who took part in the eye-tracking experiment. 
Indeed, some of the collected data had to be discarded for reasons of research validity, 
owing to the following issues concerning the data acquisition: 
• a malfunction of the eye tracker emerged from the video recorded for some 
participants: the hardware lost track of the subject’s eyes and tracked other 
elements instead within its range such as glasses frame, hair, ear(s), a 
particularly shiny spot on the face, etc.; and/or 
• the participants did not keep the right posture throughout the video – e.g. due to 
moving sideways or gradually slouching on the chair to the point of no longer 
being within the range of the eye tracker – or they closed their eyes and moved 
their heads as they were laughing. 
In addition, whenever a minimum of 10 seconds in a row (with the exception of one 
case which was otherwise perfectly valid) or a minimum of 20% of the total duration of 
a clip was “lost” from a participant’s performance, I decided that the quality of that 
particular data entry was too low to be considered for the eye-tracking data analysis.  
For each participant and for each clip, the following main factors were taken into 
account and calculated: 
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• number and percentage of fixations on subtitle area and image area; 
• total duration – both in minutes and seconds, and as a percentage – of fixations 
on subtitle area and image area; 
• total time spent on neither the subtitle area nor the image area, i.e. related to 
invalid fixations, eye blinking, etc. 
As a consequence of the fine-tuning calculations made by working on every 
participant’s data spreadsheets, a cluster-based criterion was adopted to subdivide the 
viewers into three main groupings, depending on where the data clustered: 
• greater focus on subtitles: a participant’s fixations on the subtitles are 55% or 
more of his/her total number of fixations;  
• greater focus on the images: a participant’s fixations on the images are 55% or 
more of his/her total number of fixations; 
• similar focus on subtitles and images: a participant’s fixations on the 
subtitles/images are between 45% and 55% of his/her total number of fixations.  
This criterion pertains specifically to this study as it would have not been sufficient to 
have, for example, 50% as the only threshold below and above which the total number 
of fixations is categorised. In order to compare the participants’ self-assessment of their 
attention distribution with the eye-tracking data, it emerged as necessary to have 
greater levels of detail that could enable me to quantify the participants’ answers to the 
questions ‘To what extent did you focus on the subtitles?’ and ‘To what extent did you 
focus on the images?’. As some equivalences needed to be established, the following 
criterion was adopted: 
• Not at all = 0% fixations on subtitles/images 
• To a small degree = fixations on subtitles/images between 0.1% and 45%  
• To a certain degree = fixations on subtitles/images between 45% and 55% 
• To a large degree = 55% or more fixations on subtitles/images. 
At this point, the structure of the chapter can be outlined in more detail. Sections 8.2, 
8.3 and 8.4 (focusing on Dress to Kill, Circle and Stripped respectively) firstly indicate 
the number of cases that had initially been considered for the eye-tracking data 
analysis and then had to be discarded, as the total duration of the valid fixations did not 
reach at least 80% of the total duration of the clip. Secondly, the sections are divided 
into three subsections corresponding to the clusters of attention distribution defined 
above, presented in the following order: 1) greater focus on subtitles; 2) 
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on images; and 3) similar focus on subtitles and images. The resulting structure is a 
symmetrical one that makes it easier to examine the data of the three different clusters 
created for the three sketches in a comparative way. For instance, among the other 
eye-tracking parameters considered for the data analysis, the mean fixation duration 
(MFD) for both subtitles and images is reported for each cluster within each clip. These 
two values were obtained by calculating the MFD on the subtitles and the MFD on the 
images of each participant, for each clip, and then making the average of the means of 
all the respondents belonging to the same cluster for a certain clip. This parameter is 
particularly important as it can be indicative of a person’s cognitive processing (see 
references to Kruger et al. 2015, and Irwin 2004, in Section 5.3, p. 131), thus the 
different values obtained for each cluster, within each clip, are preliminarily compared 
and interpreted in the Conclusions to this chapter (Section 8.5) and then in Section 9.2. 
Besides presenting the data, each section explores them, by trying to 
understand whether there are any recurring patterns and figures that are common to 
certain participants or among the three clusters within one clip or across the three clips. 
For this reason, the eye-tracking data are examined in conjunction with the 
questionnaire data collected for each of the participants for whom a satisfactory 
amount of valid eye-tracking data is available. This allows us to establish any potential 
links between how a certain respondent or group of respondents watched the sketches 
and factors such as their sex, age, knowledge of English, religious stance, living 
experience in an Anglophone country (if any), and audiovisual habits. 
Lastly, Section 8.5 presents the conclusions of this chapter with a summary of 
the eye-tracking data, what they may suggest regarding Italians’ viewing experience of 
Eddie Izzard’s stand-up comedy humour with Italian subtitles, and the deductions that 
could be drawn from such data being compared to and complemented by the 
questionnaire ones. As already stated in Section 1.3, the combination of the large 
quantity of data collected by the eye-tracking equipment and the very detailed 
information gathered using the questionnaire – together with the size of the sample of 
participants – resulted in an abundance of data which revealed unexpected potential 
ways of analysing the results and correlating the different parameters and variables 
available. These other approaches could be implemented in the future by working on 
the project from other perspectives so as to offer other versions of this study, which 
here had to be limited to the type of analysis presented in this chapter and in the 
Conclusions to the dissertation (Chapter 9), due to time and word-count constraints. 
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8.2 Dress to Kill 
This section studies the performance of all the participants for whom a satisfactory 
quantity of valid eye-tracking data is available for the clip taken from Dress to Kill. What 
is meant by “satisfactory” is a total duration of all the valid fixations that forms at least 
80% of the entire duration of the clip. Based on this criterion, a total of 77 participants 
was further filtered and reduced to 66, as 11 cases had to be excluded (see Table 57, 
Appendix 3.2). 
8.2.1 Greater focus on subtitles 
The participants whose percentage of fixations on the subtitles is at least 55% of all 
their fixations are 43, and they represent the majority of the 66 valid cases. The 
following table shows the number and the percentage of fixations on the subtitles and 
on the images characterising these 43 cases: 
 
User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 051 466 361 56.35% 43.65% 
User 043 492 350 58.43% 41.57% 
User 056 472 326 59.15% 40.85% 
User 039 482 327 59.58% 40.42% 
User 065 539 365 59.62% 40.38% 
User 088 555 372 59.87% 40.13% 
User 094 518 344 60.09% 39.91% 
User 081 500 313 61.50% 38.50% 
User 032 556 341 61.98% 38.02% 
User 038 513 312 62.18% 37.82% 
User 099 626 366 63.10% 36.90% 
User 034 606 353 63.19% 36.81% 
User 012 521 300 63.46% 36.54% 
User 073 540 298 64.44% 35.56% 
User 020 582 316 64.81% 35.19% 
User 050 570 298 65.67% 34.33% 
User 083 597 312 65.68% 34.32% 
User 054 662 337 66.27% 33.73% 
User 033 620 304 67.10% 32.90% 
User 092 601 285 67.83% 32.17% 
User 002 580 268 68.40% 31.60% 
User 078 597 274 68.54% 31.46% 
User 036 593 272 68.55% 31.45% 
User 017 647 291 68.98% 31.02% 
User 040 632 272 69.91% 30.09% 
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User 061 653 281 69.91% 30.09% 
User 007 631 259 70.90% 29.10% 
User 077 652 259 71.57% 28.43% 
User 080 629 247 71.80% 28.20% 
User 019 671 262 71.92% 28.08% 
User 084 643 249 72.09% 27.91% 
User 005 708 264 72.84% 27.16% 
User 102 656 242 73.05% 26.95% 
User 076 653 234 73.62% 26.38% 
User 069 711 232 75.40% 24.60% 
User 071 678 192 77.93% 22.07% 
User 103 648 182 78.07% 21.93% 
User 098 670 184 78.45% 21.55% 
User 055 681 185 78.64% 21.36% 
User 072 688 185 78.81% 21.19% 
User 023 696 183 79.18% 20.82% 
User 093 744 180 80.52% 19.48% 
User 037 774 134 85.24% 14.76% 
Table 27. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was mainly on the subtitles33. 
For these participants, whose attention was mainly on the subtitles, the average 
number of fixations on the subtitles and on the images is 610.535 and 277 respectively, 
while the average percentage of these two values is 68.71% and 31.29%. Moreover, 
the overall average of the MFD calculated for each of these participants is 0.323 ms on 
the subtitles and 0.377 ms on the images. 
Interestingly, while examining all the parameters calculated for this cluster of 
viewers according to the eye-tracking data collected for them, a discrepancy between 
the number of fixations and their total duration emerged. If we look at Table 28 below, 
we notice that the participants are listed in the same order as in the previous table, i.e. 
from the lowest to the highest percentage of fixations on the subtitles, but here the 
percentage of the total time spent fixating the subtitles does not reflect the afore-
mentioned order. In other words, a higher number of fixations recorded in the subtitle 
area rather than in the image area does not correspond necessarily to a higher total 
amount of time spent fixating the subtitles rather than the images. Based on the total 
duration of all the fixations on the subtitles, some of the participants would fall within 
the category of those whose attention on the images and on the subtitles was quite 
balanced (see Users 51, 39, 43, 65, 88, 12, 38 and 32). Both this phenomenon and the 
                                                
33 The data are ordered by percentage of fixations on the subtitles, going from the lowest to the 
highest value. This also applies to the same type of table in Sections 8.3.1 and 8.4.1. 
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results obtained for the MFD on subtitles/images will be discussed in the Conclusions 
to this chapter (Section 8.5), once they have been presented for the other clusters and 
the other clips too, so that they can be compared. 
 
User No. 
Fixations on 
Subtitles  
(Total Time) 
Fixations on 
Images  
(Total Time) 
% Total Time  
on Subtitles 
% Total Time  
on Images 
User 051 00:02:15.082 00:02:28.671 47.61% 52.39% 
User 043 00:02:31.212 00:02:15.200 52.80% 47.20% 
User 056 00:02:48.144 00:02:17.529 55.01% 44.99% 
User 039 00:02:26.169 00:02:38.491 47.98% 52.02% 
User 065 00:02:42.906 00:02:16.151 54.47% 45.53% 
User 088 00:02:40.985 00:02:13.750 54.62% 45.38% 
User 094 00:03:07.436 00:01:59.971 60.97% 39.03% 
User 081 00:02:50.593 00:02:16.224 55.60% 44.40% 
User 032 00:02:36.791 00:02:08.897 54.88% 45.12% 
User 038 00:02:44.674 00:02:15.448 54.87% 45.13% 
User 099 00:02:54.619 00:02:02.233 58.82% 41.18% 
User 034 00:03:04.832 00:01:54.263 61.80% 38.20% 
User 012 00:02:51.080 00:02:21.977 54.65% 45.35% 
User 073 00:03:11.099 00:01:59.533 61.52% 38.48% 
User 020 00:02:55.522 00:02:13.240 56.85% 43.15% 
User 050 00:03:14.153 00:01:40.119 65.98% 34.02% 
User 083 00:03:14.657 00:01:49.382 64.02% 35.98% 
User 054 00:03:40.183 00:02:07.835 63.27% 36.73% 
User 033 00:03:21.797 00:01:40.034 66.86% 33.14% 
User 092 00:03:13.130 00:01:50.823 63.54% 36.46% 
User 002 00:03:09.043 00:01:44.455 64.41% 35.59% 
User 078 00:03:09.653 00:01:36.598 66.25% 33.75% 
User 036 00:03:17.613 00:01:35.049 67.52% 32.48% 
User 017 00:03:18.507 00:01:37.826 66.99% 33.01% 
User 040 00:03:26.014 00:01:23.291 71.21% 28.79% 
User 061 00:03:27.806 00:01:30.317 69.70% 30.30% 
User 007 00:03:31.797 00:01:48.801 66.06% 33.94% 
User 077 00:03:29.199 00:01:32.901 69.25% 30.75% 
User 080 00:03:05.941 00:01:31.232 67.08% 32.92% 
User 019 00:03:25.174 00:01:45.305 66.08% 33.92% 
User 084 00:03:26.185 00:01:36.376 68.15% 31.85% 
User 005 00:03:28.072 00:01:29.896 69.83% 30.17% 
User 102 00:03:38.155 00:01:22.437 72.58% 27.42% 
User 076 00:03:34.580 00:01:36.289 69.03% 30.97% 
User 069 00:03:42.285 00:01:21.511 73.17% 26.83% 
User 071 00:03:55.589 00:01:14.631 75.94% 24.06% 
User 103 00:04:00.125 00:01:07.604 78.03% 21.97% 
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User 098 00:03:53.436 00:01:14.549 75.79% 24.21% 
User 055 00:04:06.644 00:01:07.321 78.56% 21.44% 
User 072 00:03:45.878 00:00:59.888 79.04% 20.96% 
User 023 00:03:59.878 00:01:04.224 78.88% 21.12% 
User 093 00:03:54.746 00:01:03.160 78.80% 21.20% 
User 037 00:04:22.430 00:00:58.479 81.78% 18.22% 
Table 28. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was mainly on the subtitles. 
This group of 43 participants is composed of 20 men and 23 women, whose age is 
between 18 and 29 years for 16 of them, 30 and 39 years for 15 of them, 40 and 49 
years for 8 of them, while another participant is in his 50s and another 3 are in their 
60s. Twenty of them only attended a secondary school, while the other 23 obtained a 
degree or a PhD. As for their knowledge of English, except for 5 respondents who have 
no command at all of this language, 23 of them assessed themselves as belonging to 
the A1 or the A2 level, and another 15 did so with respect to the intermediate B1 (10) 
and B2 (5) levels. The entire group also includes 5 respondents who lived in the United 
Kingdom (3), in the United States (1) or in Ireland (1) for 1-3 or 4-6 months. It is also 
important to underline that 15 participants stated that they never watch any audiovisual 
products in English, while as many as 19 do so from one to two days a week; the 
remaining 9 respondents have this habit between three and four (5) or from five to 
seven days a week (4). None of these respondents had heard of Eddie Izzard before. 
On the whole, the majority of them found the sketch quite or very funny linguistically 
(28), thematically (32) and visually (27). Furthermore, most of them rated the language 
(40) and the subject (36) as not at all or only a little offensive, and all of them gave the 
same answers for the visual aspects of the clip (43). As regards how dissimilar this 
type of humour is from Italian comedy, the largest part of these 43 participants judged 
Eddie Izzard’s comic use of the language (30) and the topics (30) as quite or very 
different, while not as many had this opinion about the visual component (20).  
As for their perception of the subtitles and of the entire viewing experience, it is 
worth noting that all of them stated that they paid attention to the subtitles to a large 
degree (35) or to a certain degree (8), which is overall confirmed by the eye-tracking 
data. However, based on the time spent on the subtitles, the perception of 6 
participants would be an overestimate and that of another 6 would be an 
underestimate. There is also a discrepancy between the extent to which they thought 
that they focused on the images and what the eye-tracking data reveal. Indeed, 36 of 
them answered that they looked at the images to a fair degree (25) and to a large 
degree (11), where only the former is true and only for 5 of them, and only if we take 
into account the total time spent on the images (a percentage included between 45% 
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and 55%) rather than the total number of fixations on the images. As for the remaining 
7 viewers, they ticked the box ‘To a small degree’, which is confirmed by the eye-
tracking readings for all of them except one.  
As regards the factors that may have made the viewing experience difficult for 
these 43 Italians, most of them answered that the speed/length of the subtitles was 
only a small (24) or not at all an issue (9), although it was an obstacle to a certain 
degree for 8 viewers. The potential poor linguistic clarity of the subtitles was not an 
impediment at all (35); and the fact of not being used to having subtitles on the screen 
caused a problem to a certain or to a large degree only for 8 and 3 respondents 
respectively. Finally, when asked whether three specific factors disturbed/distracted 
them, helped them better understand the clip or were irrelevant, the most popular 
answers could be summed up as follows: the English audio and so the voice and tone 
of the comic were either irrelevant (15) or a valid and helpful element (17), but they 
were also a slight source of disturbance/distraction for some (8); the comedian’s body 
language played a positive role in providing the viewers with a better understanding of 
the sketch (24) or was irrelevant to this aim (12); and the audience’s laughter was 
mainly an insignificant factor (25) or a good aid to the comprehension of the clip (11). 
On the whole, it emerges that factors such as sex, age and education did not 
make any significant difference in the audience’s response. Regarding age, in 
particular, we do have two main groups ranging between 18 and 29, and 30 and 39; 
however, these are also the largest age groups within the entire sample of participants. 
In terms of English competence, the fact that the majority of these 43 Italians have an 
A1-A2 level of English – with another 5 having no knowledge of this foreign language – 
may suggest that they needed to rely on the subtitles to a large degree in order to 
understand the sketch and the humour therein, due to not been fluent in English. As far 
as the B1- and B2-level viewers are concerned, a language test may have been useful 
to verify whether they overestimated their competence, especially for the former, in 
case they were between A2 and B1, and “rounded up” their level. Another possibility is 
that they were simply drawn towards reading the subtitles more than what they truly 
needed, which would confirm the theories expounded by d’Ydewalle and Gielen (1992: 
416-417) and d’Ydewalle and Pavakanum (1992: 193-194). As for the habit of watching 
(or not) audiovisual products in English, the results seem to indicate that viewers who 
are not used to doing this or do it rarely (1-2 days a week) spend more time on the 
subtitles, which confirms the natural expectations for this typology of respondents who 
are not familiar with the combination of English audio and Italian subtitles. It is also 
worth pointing out that, although these 43 respondents’ eyes were or had to be mainly 
on the subtitles, most of them still found the clip entertaining, which could be 
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reasonably interpreted as a demonstration that having to rely on the subtitles did not 
hinder their enjoyment of the sketch. This response is even more interesting if we 
consider that the speed/length of the subtitles and the fact of not being accustomed to 
them represented a fairly/very significant impediment for 10 and 11 of them 
respectively. Moreover, despite the greater focus on the subtitles, the majority of these 
participants seemed to even notice some differences from Italian comedy, to various 
degrees, on a visual level. It could be argued that for most of these participants, who 
mainly looked at the subtitles and still enjoyed the clip, there may also be an 
association between their overall positive viewing experience and the fact that factors 
such as the English audio, the non-verbal humour and the audience’s laughter played 
either a helpful or a neutral role (the latter implies that they were not much distracted or 
disturbed by them). Another important finding to highlight is the fact that the largest part 
of this cluster correctly assessed the attention that they devoted to the subtitles, 
although the answer given by a total of 12 of them was not entirely accurate. 
Nonetheless, as regards the extent to which they focused on the images (according to 
their perception), as many as 31 of them believed that they managed or needed to 
focus on them more than what they in fact did, whereas another one underestimated 
his viewing behaviour.   
8.2.2 Greater focus on images 
This subsection illustrates and examines the cases of those respondents whose 
fixations on the images are at least 55% of all their fixations. This group is composed of 
13 Italians and their performance is shown in the table below, where their predominant 
focus on the images appears in bold: 
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User No. No. Fixations  on Subtitles 
No. Fixations  
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 079 364 469 43.70% 56.30% 
User 101 394 534 42.46% 57.54% 
User 008 374 507 42.45% 57.55% 
User 026 357 508 41.27% 58.73% 
User 011 301 475 38.79% 61.21% 
User 029 335 537 38.42% 61.58% 
User 087 368 622 37.17% 62.83% 
User 100 231 441 34.38% 65.63% 
User 046 227 617 26.90% 73.10% 
User 044 193 578 25.03% 74.97% 
User 074 60 583 9.33% 90.67% 
User 075 49 613 7.40% 92.60% 
User 016 40 878 4.36% 95.64% 
Table 29. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was mainly on the images34. 
In order to have a general idea, it may be useful to point out that the average number 
of fixations on the images and on the subtitles are respectively 566.308 and 253.308, 
and the average percentage of these values are 69.87% and 30.13%. As for the 
average of the MFD of all these participants, it is 0.289 ms on the subtitles and 0.402 
ms on the images.  
Differently from what emerged in Section 8.2.1, here there is more consistency 
between the data shown as the total number of fixations and as the total duration of all 
the fixations. Indeed, as is clear from the table below, even when we consider the latter 
criterion, these 13 participants still fall within this category characterised by a greater 
focus on the images: 
 
                                                
34 The data are ordered by percentage of fixations on the images, going from the lowest to the 
highest value. This also applies to the same type of table in Sections 8.3.2 8.4.2. 
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User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 079 00:01:48.717 00:03:13.240 36.00% 64.00% 
User 101 00:01:52.926 00:03:05.190 37.88% 62.12% 
User 008 00:01:41.165 00:03:03.485 35.54% 64.46% 
User 026 00:01:48.294 00:03:22.810 34.81% 65.19% 
User 011 00:01:44.201 00:03:33.219 32.83% 67.17% 
User 029 00:01:48.707 00:03:19.295 35.29% 64.71% 
User 087 00:01:50.987 00:03:00.656 38.06% 61.94% 
User 100 00:01:00.094 00:04:11.453 19.29% 80.71% 
User 046 00:01:00.206 00:03:50.091 20.74% 79.26% 
User 044 00:00:54.772 00:04:00.209 18.57% 81.43% 
User 074 00:00:15.901 00:04:22.095 5.72% 94.28% 
User 075 00:00:14.582 00:04:39.362 4.96% 95.04% 
User 016 00:00:10.088 00:04:46.186 3.40% 96.60% 
Table 30. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was mainly on the images. 
This small group is composed of 8 men and 5 women, who belong to a quite young 
age range mainly going from 23 to 31 years, besides three people who are 35 and 36. 
Ten of these participants took a degree or a PhD, and one of them also lived in the 
United Kingdom for 1-3 months; and 3 respondents were already familiar with Eddie 
Izzard. It is no surprise that, except for two respondents whose competence in English 
is of A2 level, all the others’ self-assessment corresponds to B1 (6), B2 (2) and C1 (3). 
Something that appears as slightly unexpected is that this group includes 7 Italians 
who never watch any audiovisual products in English (3) or only do so 1-2 days a week 
(4); as for the other 6 participants, some of them have this habit three days a week (2) 
and some others from five to seven days a week (4). As regards the degree of 
appreciation of this clip, the majority of these Italians found it funny mainly to a small or 
to a certain degree from a linguistic point of view (11) and from a visual one (13), 
whereas the topics triggered a varied reaction as all the four available answers were 
given, i.e. ‘Not at all’ (2), ‘To a small degree’ (4), ‘To a certain degree’ (4) and ‘To a 
large degree’ (3). Moreover, most of them rated the sketch as not at all or only a little 
offensive on a linguistic (12), on a thematic (12) and on a visual level (12). Lastly, the 
majority of them found this clip a little or quite different linguistically (11), quite or very 
different thematically (10), and a little or very different visually (10).  
Moving to the participants’ perception of how they distributed their attention, 
only 3 of them stated that they paid little attention to the subtitles, whereas the others 
thought that they did so to a certain (7) and to a large degree (3), which is not what 
their eye-tracking measurements reveal. As for the way in which they assessed their 
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focus on the images, most of them described it as ‘To a certain degree’ (9) and ‘To a 
large degree’ (2); however, only the latter are strictly correct, as all the viewers in this 
cluster have a percentage of fixations (both in number and in duration) on the images 
above the threshold of 55%, being under which would make them belong to the middle 
cluster (see Section 8.2.3).  
Furthermore, most of these 13 Italians rated the speed and length of the 
subtitles as not a problem at all (5) or only a small hindrance (5), while all of them gave 
these two answers in relation to the potential poor linguistic clarity of the subtitles; the 
majority of them also thought that the fact of not being used to subtitles was not at all 
an issue (7) or only a small one (4). It is also interesting that 9 of these 13 participants 
considered the English audio and, thus, Eddie Izzard’s voice as a valid (5) or an 
essential element (4) for the comprehension of the clip. The comedian’s body language 
was a valid aid for a better understanding of the humour for 10 people and an irrelevant 
factor for the other 3. The audience’s laughter did not play any specific role in the 
comprehension of the sketch for 6 respondents and was useful instead to another 4 of 
them. 
From the data illustrated above, it appears that those who managed to devote 
much of their attention to the images are characterised by a fairly young age and a high 
level of education and English knowledge. As for the two viewers with an A2 level, one 
of them found it quite arduous to follow the subtitles owing to their length and speed, 
whereas the same happened to the other due to not being accustomed to them. Thus, 
it may be argued that their gaze automatically focused less on the subtitles due to the 
rather high cognitive effort required to acquire the written linguistic information. As 
regards sex, the number of men is slightly higher than that of women – this will be kept 
in mind in the analysis of the same cluster for the other clips so as to attempt a 
comparative interpretation. Surprisingly, those who watch audiovisual products in 
English often or every day do not form the majority of this group; contrarily to what was 
argued for the previous cluster (see Section 8.2.1), this group would seem to suggest 
that there is no link between how regularly one watches videos in English and the fact 
of focusing mostly on the images or not needing the subtitles. As far as these viewers’ 
reaction to the clip is concerned, the majority of them were a little or quite amused by 
the language, the topic and the visual attributes of the sketch. The figures may imply 
that devoting a higher level of attention to the images perhaps led these participants to 
enjoy the humorous elements of this clip slightly less than those whose eyes were 
mainly on the subtitles. An interesting aspect is related to the fact that, although the 
speed/length of the subtitles and the fact of not being used to them did not represent a 
major obstacle to following the subtitles for most of these Italians, these two factors 
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were perceived as such by 2 and 3 of them respectively. This leads to wondering 
whether these viewers mainly focused on the images because they found it too 
demanding to read the subtitles owing to the aforementioned factors, or they truly did 
not need the subtitles much to understand the sketch. As for the other factors involved 
in the experience, the English audio and the comedian’s body language emerge again 
as the most useful ones for the comprehension of the clip, which is very plausible in the 
case of this cluster as they mainly relied on the audio and the images to understand 
Eddie Izzard’s comedy. However, another audio element – the audience’s laughter – 
mostly played an irrelevant role, whereas it was useful to some and distracting/ 
disturbing to some others. Finally, as regards the audience’s reliability at self-assessing 
their attention distribution, most of these participants overestimated their ability or need 
to focus on the subtitles, and overall they slightly underestimated the degree to which 
their eyes were on the images. 
8.2.3 Similar focus on subtitles and images 
Moving to the respondents whose reading and viewing experience resulted in being 
somehow balanced between subtitles and images, we find here 10 participants whose 
fixations on either of these two elements are between 45% and 55% of all their 
fixations, as the following table shows: 
 
User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 057 397 446 47.09% 52.91% 
User 085 449 490 47.82% 52.18% 
User 091 460 442 51.00% 49.00% 
User 010 435 416 51.12% 48.88% 
User 009 489 459 51.58% 48.42% 
User 090 488 454 51.80% 48.20% 
User 064 450 417 51.90% 48.10% 
User 059 438 401 52.21% 47.79% 
User 052 529 438 54.71% 45.29% 
User 095 507 418 54.81% 45.19% 
Table 31. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was on the subtitles and on the images to a similar degree35. 
The average number of fixations on the subtitles and on the images is respectively 
464.200 and 438.100, and the related average percentages are 51.45% and 48.55%, 
                                                
35 The data are ordered by percentage of fixations on the subtitles, going from the lowest to the 
highest value. This also applies to the same type of table in Sections 8.3.3 and 8.4.3. 
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thus highlighting a slightly greater focus on the subtitles within this group. However, if 
we look at the average of all the participants’ MFD for the subtitles and for the images, 
the former is 0.289 ms and the latter is 0.379 ms, which means that these participants 
may have looked more times at the subtitles than at the images, but when they fixated 
the latter they did it for longer.  
If we take into account the total duration of the fixations instead of their total 
number, we notice that as many as 7 cases would fall within the category of those who 
focused more on the images rather than on the subtitles, even though only by a little. 
The only exceptions are represented by Users 91, 52 and 95, as it can be seen from 
the table below: 
 
User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 057 00:02:01.983 00:02:52.617 41.41% 58.59% 
User 085 00:02:17.657 00:02:52.249 44.42% 55.58% 
User 091 00:02:08.652 00:02:32.410 45.77% 54.23% 
User 010 00:02:15.475 00:02:46.532 44.86% 55.14% 
User 009 00:02:16.037 00:02:49.232 44.56% 55.44% 
User 090 00:02:13.607 00:02:50.956 43.87% 56.13% 
User 064 00:02:06.093 00:02:42.141 43.75% 56.25% 
User 059 00:02:00.906 00:02:57.293 40.55% 59.45% 
User 052 00:02:35.241 00:02:38.563 49.47% 50.53% 
User 095 00:02:23.118 00:02:34.851 48.03% 51.97% 
Table 32. Dress to Kill. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was on the subtitles and on the images to a similar degree. 
This group is composed of 5 men and 5 women, whose age goes from 21 to 40 years, 
with 4 participants in their twenties and 5 in their thirties. In terms of education, 6 of 
them hold a degree, and the predominant level of English is B1 (7), followed by A1 (2) 
and A2 (1). Moreover, one of these 10 respondents lived in the United Kingdom for 4-6 
months and had previously heard of Eddie Izzard. Among these participants, there are 
people who never watch audiovisual products in English (3) or do so only 1-2 days a 
week (4), and 3 days (1) or 6 days a week (2). All these 10 respondents rated the 
linguistic and the thematic features of the clip as quite or very funny, while only 7 of 
them gave these two answers with respect to the visual side of the sketch. Most of 
them also thought that the language was not at all (9) or only a little offensive (1), and 
the same opinions were expressed by 6 and 4 participants respectively, in relation to 
the topics; whereas none of them found the visual component offensive. Finally, 8 
respondents stated that this type of humour is a little or quite different from Italian 
comedy on a linguistic and on a thematic level, while their opinion about the visual 
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aspects of the clip was more varied, with 5 of them giving the answer ‘To a certain 
degree’ and the others picking one of the three remaining options.  
When it comes to their assessment of their own viewing experience, it emerges 
that 8 of them overestimated the amount of attention devoted to subtitles as they 
described it as ‘To a large degree’; in particular, based on the time spent looking at the 
subtitles, 5 of these viewers spent less than 45% of the duration of the clip on them. 
Regarding the other two who answered ‘To a certain degree’, this can be considered 
as accurate according to their number of fixations on the subtitles, although their 
perception too would be incorrect if we take into account the time spent on the subtitles 
(<45%). Moving to the focus on the images, the self-assessment of 5 participants 
resulted in being accurate as they stated that they looked at the images to a certain 
degree. As for the 4 viewers who thought that they paid much attention to the images, 
this cannot be judged as correct based on the number of fixations on the images, but it 
can if we take into account the total duration of those fixations. On the other hand, the 
remaining participant perceived that he focused on the images only a little, which is not 
confirmed by the eye-tracking data.  
The speed/length of the subtitles, their potentially poor linguistic clarity and the 
fact of not being accustomed to them did not cause any major issues to these Italians. 
However, 4 of them did find the first of these three factors a little (3) or quite 
problematic (1), and the third one represented a small impediment for 4 of them. 
Furthermore, for these respondents, the English audio and the comedian’s body 
language were a valid element for a better understanding of the sketch for 4 and 8 of 
them respectively, while the former was also a small source of distraction or 
disturbance for another 3 respondents and the latter was an irrelevant factor for 
another 2 of them. The audience’s laughter did not have any significant effect on the 
viewing experience of 7 participants and it slightly disturbed or distracted another 2 of 
them. 
In this cluster, the under-40 age and the main level of English being the 
intermediate B1 appear to be the most significant factors for being able/having to rely 
on the subtitles and on the images to a similar degree. As far as the viewers with a 
basic command of English are concerned, they may have (consciously or 
subconsciously) adopted a compensation strategy by integrating the written linguistic 
information (i.e. subtitles) with the non-verbal humour for a better comprehension of the 
clip. As regards the other relevant factors, a higher education may play an important 
role too, however the difference in the figures is too small. Moreover, it is not clear how 
relevant the habit of watching audiovisual products in English is for the type of viewing 
approach that characterises this group, unless we interpret the figures as a suggestion 
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that the fact of never or rarely having this habit does not imply the inability to both 
“read” and watch a subtitled clip in a balanced way. Indeed, other factors may have 
favoured this behaviour. For example, based on their answers, none of the participants 
in this cluster (except for one of them) had any major problems in following the subtitles 
due to their length and speed, their potentially poor clarity and the fact of not being 
used to them. This positive aspect may have allowed these viewers to move their gaze 
to the images more frequently or for a longer time. However, among factors such as 
the English audio, the non-verbal humour and the audience’s laughter, only the 
comedian’s body language was very useful for their understanding of the sketch, 
followed by his prosody. A result that stands out is that devoting the attention to both 
subtitles and images almost equally may result in a high degree of appreciation of 
comedy, as these respondents perceived this clip as entertaining on a linguistic, 
thematic and visual level; and, as their answers reveal, this approach allowed them to 
also notice some differences from Italian humour from a visual perspective. Finally, 
these viewers were overall better at self-assessing their focus on the images with only 
one case of inaccuracy (the participant underestimated this), whereas 8 of them 
believed that they concentrated on the subtitles more than they did, based on their eye 
measurements.  
8.3 Circle 
This section observes the group of participants whose viewing performance resulted in 
a total duration of valid fixations of at least 80% of the entire length of the clip taken 
from Circle. By examining the cases for which the total duration of the invalid fixations 
resulted in a data loss equalling 20% or more of the duration of the video, an initial 
group of 67 participants was reduced to 59 of them, as 8 cases had to be discarded 
(see Table 58, Appendix 3.2). 
8.3.1 Greater focus on subtitles 
The participants whose fixations on the subtitles are at least 55% of the total number of 
their fixations are 33, and these cases are illustrated in the table below: 
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User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 043 505 384 56.81% 43.19% 
User 073 531 389 57.72% 42.28% 
User 088 577 409 58.52% 41.48% 
User 002 570 397 58.95% 41.05% 
User 017 613 412 59.80% 40.20% 
User 020 594 395 60.06% 39.94% 
User 032 602 394 60.44% 39.56% 
User 019 621 406 60.47% 39.53% 
User 065 599 386 60.81% 39.19% 
User 056 538 346 60.86% 39.14% 
User 083 627 403 60.87% 39.13% 
User 099 702 420 62.57% 37.43% 
User 036 604 355 62.98% 37.02% 
User 092 638 339 65.30% 34.70% 
User 061 701 366 65.70% 34.30% 
User 050 690 347 66.54% 33.46% 
User 076 623 311 66.70% 33.30% 
User 007 654 322 67.01% 32.99% 
User 103 631 302 67.63% 32.37% 
User 033 701 312 69.20% 30.80% 
User 102 709 314 69.31% 30.69% 
User 055 680 299 69.46% 30.54% 
User 084 685 294 69.97% 30.03% 
User 054 685 290 70.26% 29.74% 
User 098 678 283 70.55% 29.45% 
User 069 726 290 71.46% 28.54% 
User 037 731 253 74.29% 25.71% 
User 072 714 236 75.16% 24.84% 
User 077 740 233 76.05% 23.95% 
User 093 803 227 77.96% 22.04% 
User 086 751 202 78.80% 21.20% 
User 071 722 192 78.99% 21.01% 
User 023 768 183 80.76% 19.24% 
Table 33. Circle. Cases of valid eye-tracking data where the attention (measured as total 
number of fixations) was mainly on the subtitles. 
On average, the number of fixations on the subtitles is 657.970, while for the images it 
is 323.970, and the respective average percentages are 67.03% and 32.97%. 
Furthermore, the average of the MFD of all these participants is 0.325 ms on the 
subtitles and 0.366 ms on the images. 
As occurred with the same cluster analysed for Dress to Kill (see section 8.2.1), 
there are a few cases that would fall within the category of those whose focus was 
fairly balanced between subtitles and images, if we considered the total duration of the 
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fixations recorded on the subtitles. This is valid for Users 43, 88, 20, 73, 56 and 2, as 
can be seen from the table below: 
 
User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 043 00:02:38.463 00:02:33.423 50.81% 49.19% 
User 073 00:02:54.936 00:02:43.928 51.62% 48.38% 
User 088 00:02:46.418 00:02:36.914 51.47% 48.53% 
User 002 00:02:59.748 00:02:32.219 54.15% 45.85% 
User 017 00:03:10.000 00:02:09.510 59.46% 40.54% 
User 020 00:02:57.067 00:02:46.363 51.56% 48.44% 
User 032 00:02:55.919 00:02:20.820 55.54% 44.46% 
User 019 00:03:09.282 00:02:34.259 55.10% 44.90% 
User 065 00:03:09.826 00:02:32.847 55.40% 44.60% 
User 056 00:03:03.249 00:02:39.740 53.43% 46.57% 
User 083 00:03:21.320 00:02:16.219 59.64% 40.36% 
User 099 00:03:18.998 00:02:02.955 61.81% 38.19% 
User 036 00:03:40.863 00:02:04.424 63.97% 36.03% 
User 092 00:03:20.486 00:02:19.252 59.01% 40.99% 
User 061 00:03:31.500 00:01:55.418 64.70% 35.30% 
User 050 00:03:40.860 00:01:57.408 65.29% 34.71% 
User 076 00:03:25.508 00:02:11.494 60.98% 39.02% 
User 007 00:03:45.236 00:02:08.226 63.72% 36.28% 
User 103 00:03:46.111 00:01:50.580 67.16% 32.84% 
User 033 00:03:47.329 00:01:38.334 69.80% 30.20% 
User 102 00:03:50.960 00:01:42.059 69.35% 30.65% 
User 055 00:03:53.306 00:01:50.648 67.83% 32.17% 
User 084 00:03:48.159 00:01:51.653 67.14% 32.86% 
User 054 00:03:57.461 00:01:47.546 68.83% 31.17% 
User 098 00:03:41.044 00:01:56.978 65.39% 34.61% 
User 069 00:03:47.478 00:01:43.168 68.80% 31.20% 
User 037 00:03:44.960 00:01:28.082 71.86% 28.14% 
User 072 00:04:00.389 00:01:16.549 75.85% 24.15% 
User 077 00:04:02.418 00:01:28.522 73.25% 26.75% 
User 093 00:04:09.192 00:01:10.075 78.05% 21.95% 
User 086 00:04:28.197 00:01:01.191 81.42% 18.58% 
User 071 00:04:27.482 00:01:17.131 77.62% 22.38% 
User 023 00:04:36.586 00:01:00.757 81.99% 18.01% 
Table 34. Circle. Cases of valid eye-tracking data where the attention (measured as total 
duration of fixations) was mainly on the subtitles. 
Among these 33 respondents, there are 16 men and 17 women of different age ranges, 
such as 18-29 (11), 30-39 (12), 40-49 (7), and 60-69 (3). The highest level of education 
is the secondary school for 16 of them and a degree or a PhD for the other 17. Overall, 
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the levels of English competence range from no knowledge (5), to A1-A2 (19), and 
even B1 (6) and B2 (3). Two respondents lived in the United Kingdom for 4-6 months 
or in Ireland for 1-3 months; however, none of them had come across Eddie Izzard’s 
comedy before. As many as 14 respondents in this group never watch any audiovisual 
products in English; among those who do, there are 13 people who have this habit 1-2 
days a week and another 6 who watch videos in English 3-4 days (4) or 5-7 days a 
week (2). As regards their reaction to this clip, the majority of them rated it as quite or 
very funny linguistically (22) and thematically (21), but not as many gave one of these 
two answers on the visual attributes of the sketch (17); indeed, 10 people found it only 
a little entertaining from this point of view. Most of them also perceived the language, 
the topics and the images as not at all offensive – respectively 24, 21 and 27 of them. 
Finally, the greatest part of them assessed the clip as quite or very different from Italian 
comedy from a linguistic (25) and a thematic perspective (25), while the extent to which 
this humour differs from Italian comedy visually divided these respondents’ opinion into 
the four available answers ‘Not at all’ (8), ‘To a small degree’ (12), ‘To a certain degree’ 
(5) and ‘To a large degree’ (8).  
As for their perception of how they watched the clip, all of them answered that 
they paid attention to the subtitles to a fair (9) or to a large degree (24), of which the 
latter is confirmed by the eye-tracking data in terms of total number of fixations on the 
subtitles. If we look at the total duration of the fixations on the subtitles, 6 of the 9 
viewers who thought that they focused on them to a fair degree underestimated their 
attention on this aspect. According to the same parameter, for 3 of the 24 participants 
who believed that their eyes were on the subtitles to a large degree, the eye-tracking 
readings reveal that their attention was on this element only to a certain degree. As 
regards the participants’ idea of their focus on the images, this was defined as ‘To a 
small degree’ by 6 of them, and overall their perception is correct based on the time 
spent looking at the images, but not on the number of times that they fixated them. 
Another 21 of them described their concentration on the images with ‘To a certain 
degree’, and the perception of 5 of them aligns with the eye-tracking readings of the 
time that they spent watching the images (between 45% and 55% of the total duration 
of the clip), whereas that of the other 16 respondents does not, as their attention 
resulted in being on the images to a smaller degree. As for the remaining 6 
participants, who thought that they had focused on the images to a large degree, their 
perception is not confirmed by the eye-tracking data, as they all paid little attention to 
the images. 
When asked their opinion about some specific factors involved in their viewing 
experience, in general, the length and speed of the subtitles was not an issue (9) or 
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only a small one (16), however it was considered as such to a certain degree by 7 
participants. The potential poor linguistic clarity of the subtitles was even less of an 
obstacle, as it was not perceived as such by 26 respondents and only as a small one 
by another 6 of them. A more varied response concerns the fact of not being used to 
having subtitles on the screen, which did not represent a problem for 12 of these 33 
participants, but it was one to a small degree and to a certain degree for 10 and 8 
viewers respectively, whereas another 3 found it very arduous to follow the subtitles 
because of this factor. With respect to aspects that may have helped, disturbed or been 
irrelevant to the comprehension of the sketch, for most of these participants the English 
audio (the comic’s voice and tone) was a useful element (13) or an irrelevant one (13), 
while it slightly disturbed/distracted the other 7 Italians; overall, the comedian’s body 
language had a positive effect on their understanding of the clip (18) or was judged as 
neutral (10); and the audience’s laughter did not play any significant role in these 
respondents’ experience (22) or was helpful to some others (7). 
If we attempt an interpretation of these data, similarly to what stood out for the 
same cluster in Dress to Kill (see Section 8.2.1), the variables of sex, age and 
education do not allow us to underscore any reliable links between them and the fact 
that these 33 viewers focused most of their attention on the subtitles. As already said in 
the aforementioned section, age is not necessarily a reliable factor due to the fact that 
the predominant age ranges in this cluster are also the largest ones in the entire 
sample. What the questionnaire data may suggest, however, is a correlation between 
having no command of English or only a basic level and a higher need to use the 
subtitles in order to understand the video and its humorous elements. As for the 
viewers with an intermediate level of English, there is a possibility that the linguistic 
competence of at least those who ticked the B1 box may tend more towards a basic 
knowledge in reality. Another interesting result that matches that of the same cluster in 
the previous clip concerns the link that seems to exist between never or rarely watching 
audiovisual products in English and a higher necessity of reading the subtitles, which 
may be attributed to the fact of not being accustomed to the English audio. As regards 
the results related to the degree of appreciation of the video, it appears again that to 
pay greater attention to the subtitles than to the images does not imply a lower level of 
enjoyment of the humour. Indeed, the majority of these Italians found this clip funny for 
the language used and the topics addressed by the comedian (even though they found 
them quite or very different from Italian humour). However, based on the figures, it 
would seem that the visual aspects of the sketch were enjoyed slightly less. On the 
other hand, these viewers perceived some visual differences between this type of 
comedy and the Italian one. On the whole, the participants who did not appreciate the 
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humour much (on any of the three levels) may be those whose experience was made 
rather difficult by the speed/length of the subtitles (10) and by the fact of not being used 
to them (11). As for the factors that contributed to their comprehension of the clip, the 
main one is the non-verbal humour, followed by the comedian’s voice/tone; however, 
like the audience’s laughter, they were also irrelevant to several of these viewers. 
Finally, it is worth highlighting that, among these 33 viewers whose gaze was 
predominantly on the subtitles, 6 of them spent more time on this element than what 
they believed, whereas the opposite applies to another 3 of them. Their self-
assessment ability was even less precise with respect to the attention paid to the 
images, as 22 of them thought that they had looked at them more/for longer compared 
to the eye-tracking results. 
8.3.2 Greater focus on images 
This section examines the cases of those participants whose fixations on the images 
correspond to at least 55% of their total number of fixations, as is clear from the table 
below: 
 
User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 009 432 550 43.99% 56.01% 
User 079 383 499 43.42% 56.58% 
User 091 427 557 43.39% 56.61% 
User 087 455 610 42.72% 57.28% 
User 015 414 561 42.46% 57.54% 
User 034 439 608 41.93% 58.07% 
User 011 358 523 40.64% 59.36% 
User 029 365 590 38.22% 61.78% 
User 085 358 601 37.33% 62.67% 
User 044 262 604 30.25% 69.75% 
User 046 229 695 24.78% 75.22% 
User 062 182 706 20.50% 79.50% 
User 016 166 861 16.16% 83.84% 
User 075 82 652 11.17% 88.83% 
Table 35. Circle. Cases of valid eye-tracking data where the attention (measured as total 
number of fixations) was mainly on the images. 
The average number of fixations registered for the images and for the subtitles is 
respectively 615.500 and 325.143, with the average percentage of these values being 
65.93% and 34.07%. As for the average of the MFD of these participants, it is 0.303 ms 
on the subtitles and 0.383 ms on the images.  
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As already noticed in the same cluster for Dress to Kill (see Section 8.2.2), here 
there is no discrepancy either between the eye-tracking data seen as the total duration 
of the fixations on the images and the total number of fixations on the images, as we 
can see if we compare the following table to the previous one: 
 
User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 009 00:01:58.211 00:03:48.450 34.10% 65.90% 
User 079 00:01:58.831 00:03:37.000 35.34% 64.66% 
User 091 00:02:11.778 00:02:59.648 42.31% 57.69% 
User 087 00:02:18.970 00:02:59.962 43.49% 56.51% 
User 015 00:01:59.398 00:03:47.173 34.45% 65.55% 
User 034 00:02:16.034 00:03:11.025 41.59% 58.41% 
User 011 00:02:06.426 00:03:41.628 36.32% 63.68% 
User 029 00:01:59.451 00:03:38.668 35.33% 64.67% 
User 085 00:01:46.219 00:04:05.552 30.20% 69.80% 
User 044 00:01:13.937 00:04:04.762 23.20% 76.80% 
User 046 00:00:59.360 00:04:17.471 18.74% 81.26% 
User 062 00:00:59.121 00:04:41.333 17.37% 82.63% 
User 016 00:00:49.970 00:04:40.176 15.14% 84.86% 
User 075 00:00:24.894 00:05:03.648 7.58% 92.42% 
Table 36. Circle. Cases of valid eye-tracking data where the attention (measured as total 
duration of fixations) was mainly on the images. 
This group is formed by 14 Italians, in particular 8 men and 6 women of 18-29 (6), 30-
39 (6), and 50-69 years of age (2). Within this group, 11 attended a higher education 
institution, whereas the other 3 went to secondary school. Furthermore, 5 respondents 
self-assessed their English linguistic skills as being of A1 or A2 level, another 6 of them 
defined such skills with the B1 or the B2 level, and the remaining 3 of them have an 
advanced knowledge of English (C1). Two of these participants spent 1-3 months and 
4-6 months each in the United Kingdom and/or in the United States, and two of them 
were already familiar with Eddie Izzard. Surprisingly, as many as 10 of these 14 
participants who focused more on the images than on the subtitles never watch any 
audiovisual products in English (4) or only do so 1-2 days a week (6); the other 4 
participants have this habit 3-4 (2) or 6-7 days a week (2). As far as their reaction to the 
clip is concerned, based on the most popular answers, the respondents rated it as a 
quite or very entertaining linguistically (12) and also thematically (12), while it was 
considered as visually funny mainly to a certain degree (8). Overall, the video was 
perceived as not at all (6) or a little offensive (5) on a linguistic level; the same answers 
were given by 6 and 4 participants respectively, in relation to the topics addressed by 
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the comedian, and by 10 and 4 of them in reference to the visual elements of the clip. 
Whether only a little (5), to a fair degree (5) or to a large degree (3), the sketch was 
also judged as different from Italian comedy due to the language used by Eddie Izzard. 
Respectively, the same answers were given by 6, 3 and 3 of these 14 participants 
based on the visual component of the video, whereas the thematic dissimilarities from 
Italian humour were perceived mainly to a certain degree (7) and to a large degree (6).  
Moving to these respondents’ perception of how they approached this viewing 
experience, most of them thought that they paid attention to the subtitles to a fair 
degree (6) or to a large degree (6), which is revealed as incorrect for all them by the 
eye-tracking data even if we took into account the time that they spent fixating the 
subtitles instead of the number of fixations on them. Only 2 viewers stated what the 
eye-tracking data reveal, i.e. that they focused only a little on the subtitles. When asked 
to what extent they looked at the images, the majority of them answered ‘To a certain 
degree’ (9) and ‘To a large degree’ (4). However, only the perception of the latter is 
entirely confirmed by the eye-tracking data; as for the former, all of them spent more 
time fixating the images than what they thought (>55% of the duration of the clip). The 
eye-tracking data also proved wrong the only respondent who believed that he focused 
on the images to a small degree. 
Among the potential factors that may have made their experience difficult, the 
speed and length of the subtitles was not at all (6) or only a small issue (5), and their 
potential poor linguistic clarity was not at all a problem (10) or only a small one (4). The 
same answers were ticked by respectively 7 and 4 respondents with respect to not 
being accustomed to subtitles, which instead represented an obstacle to a certain 
degree (1) and to a large degree (2) for the remaining 3 viewers. As regards the 
aspects that may have favoured, undermined or not impacted at all these participants’ 
understanding of the sketch, the English soundtrack was irrelevant to 5 people and 
useful or essential for the comprehension of the clip to another 7 in total; the 
comedian’s body language was a valid element for 12 of the respondents, while it 
played a neutral role in the experience of the other 2 of them; and the audience’s 
laughter was mainly an irrelevant factor (6), but also a positive one (4) and a slightly 
negative one (4). 
One crucial observation can be drawn from the eye-tracking results against the 
information collected by means of the questionnaire for this cluster: these viewers’ 
responses from both qualitative and quantitative data are non-gendered, that is, being 
a man or a woman does not seem to determine a certain approach to attention 
distribution and, in this case, to a greater focus on the images. The data offer, however, 
a significant indication that this particular behaviour may be linked to a younger age, a 
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higher level of education, and greater linguistic competence in English of the 
viewership, which is consistent with the same cluster in Dress to Kill (see Section 
8.2.2). Regarding the latter factor, in this group there are 5 participants with a basic 
command of English – their presence in this cluster may be due to two reasons: 1) two 
of them stated that they found it arduous to follow the subtitles owing to their 
speed/length and to the fact of not being used to them, so perhaps they automatically 
focused less on them; 2) four of them answered that the comedian’s body language 
was a valid help to the comprehension of the clip, which means that they might have 
adopted a sort of compensation strategy between verbal and non-verbal humour; 3) 
four of them never watch audiovisual products in English or only do so 1-2 days a 
week, and this particular experience of watching a stand-up comic like Eddie Izzard 
(who uses much non-verbal humour) with Italian subtitles may have contributed to 
make these viewers’ gaze land more on the images. Indeed, as far as this “audiovisual 
habit” is concerned, based on the results obtained, it can be said that a higher degree 
of attention on the images does not derive from a higher frequency in watching 
audiovisual material in English. A positive result to stand out is that, differently from the 
same cluster in Dress to Kill (see Section 8.2.2), the clip was perceived as quite or very 
funny by the majority of these viewers whose eyes were mainly on the images, and this 
applies to the linguistic, the thematic and the visual level. This may have also been 
determined by the positive role played by the comedian’s body language and 
voice/tone for the comprehension of the sketch. Furthermore, these participants also 
noticed that this type of humour is quite or very different from Italian comedy, especially 
for the topics treated by Eddie Izzard and then for his comic use of the language and 
the visual aspects of the clip. Finally, as many as 12 of these viewers looked at the 
subtitles less/for less time than what they believed; and 10 of them spent more time 
fixating the images compared to what they stated.  
8.3.3 Similar focus on subtitles and images 
This subsection illustrates the cases of the 12 respondents who present a fairly 
balanced number of fixations on the subtitles and on the images, and, thus, whose 
fixations on either of these two elements are between 45% and 55% of all their 
fixations, as it can be seen from the columns in bold in the table below: 
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User No. No. Fixations on Subtitles 
No. Fixations on 
Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 094 426 515 45.27% 54.73% 
User 101 484 571 45.88% 54.12% 
User 005 482 541 47.12% 52.88% 
User 095 450 503 47.22% 52.78% 
User 008 451 504 47.23% 52.77% 
User 064 477 510 48.33% 51.67% 
User 026 465 475 49.47% 50.53% 
User 100 342 346 49.71% 50.29% 
User 057 478 477 50.05% 49.95% 
User 090 513 472 52.08% 47.92% 
User 052 548 474 53.62% 46.38% 
User 038 493 422 53.88% 46.12% 
Table 37. Circle. Cases of valid eye-tracking data where the attention (measured as total 
number of fixations) was on the subtitles and on the images to a similar degree. 
The average number of fixations on the subtitles is 467.417, while the same value 
regarding the fixations on the images is 484.167, and the average percentage is 
49.15% and 50.85% respectively. Furthermore, the average of the MFD of these 
participants was calculated for the subtitles and the images, and the resulting figures 
are 0.291 ms and 0.409 ms respectively.    
Within this group we have an extreme case of discrepancy between what the 
eye-tracking data reveal when observed as number of fixations (see previous table) 
and total duration of fixations, which parallels what has been observed in the same 
cluster for Dress to Kill (see Section 8.2.3). Indeed, except for only three participants 
(Users 94, 57 and 52), the other 9 spent much more time looking at the images with a 
percentage of the total duration of their fixations on the images going from 55.4% to 
74.2%, as evidenced by the table below: 
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User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 094 00:02:31.402 00:03:02.867 45.29% 54.71% 
User 101 00:02:19.178 00:03:10.606 42.20% 57.80% 
User 005 00:02:14.534 00:03:19.340 40.29% 59.71% 
User 095 00:02:01.421 00:03:12.944 38.62% 61.38% 
User 008 00:02:04.665 00:03:17.891 38.65% 61.35% 
User 064 00:02:10.809 00:03:10.656 40.69% 59.31% 
User 026 00:02:20.197 00:03:19.966 41.21% 58.79% 
User 100 00:01:29.434 00:04:16.770 25.83% 74.17% 
User 057 00:02:27.723 00:02:45.643 47.14% 52.86% 
User 090 00:02:26.697 00:03:10.919 43.45% 56.55% 
User 052 00:02:45.598 00:02:59.106 48.04% 51.96% 
User 038 00:02:23.274 00:02:58.273 44.56% 55.44% 
Table 38. Circle. Cases of valid eye-tracking data where the attention (measured as total 
duration of fixations) was on the subtitles and on the images to a similar degree. 
In this cluster we have 12 Italians of whom 6 are men and the other 6 are women, and 
they are mainly in their 20s (5) and in their 30s (6), besides a forty-year old woman. 
Seven of them took a degree, while the highest level of education of the other 5 is 
secondary school. It is also interesting to note that the majority of them have an 
intermediate level of English such as B1 (7) or B2 (1), while the remaining 4 
participants have a basic A1-A2 level knowledge of this language. None of these 
participants ever lived in an Anglophone country or had heard of Eddie Izzard before. 
Within this group, 2 respondents never watch any videos in English, 4 do so 1-2 days a 
week, 3 have this habit 3-4 days a week, and another 3 participants watch audiovisual 
products in English 5 or 6 days a week. As regards these participants’ perception of the 
clip, on the whole, 9 of them found it quite funny from a linguistic point of view and 8 of 
them stated the same in reference to its thematic features; whereas the visual aspects 
were rated as a little or quite entertaining by 6 and 3 viewers respectively. Moving to 
how offensive this type of humour was to these 12 Italians, the majority of them ticked 
the answers ‘Not at all’ (7) and ‘To a small degree’ (4) with respect to the language 
used by the comedian; these answers were also given by 4 and 5 Italians respectively 
on the topics addressed by him; and, overall, the visual component was not offensive 
at all for 9 of them. Finally, compared to Italian comedy, this sketch mainly appeared as 
a little (7) or quite different (4) linguistically, a little (3) or quite different (7) thematically, 
and a little (4) or quite different (6) visually. 
Based on how the participants assessed their performance, they all thought that 
they paid attention to the subtitles to a fair degree (5) or to a large degree (7). As 
regards the former, the objective data do not confirm their subjective opinion, if we 
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consider the total duration of the fixations on the subtitles (<45% of the total duration of 
the clip); as for the latter, their perception is proved wrong by the eye-tracking 
measurements, whether we take into account the number of times that they looked at 
the subtitles or the total time spent on them. As regards these viewers’ perception of 
their attention on the images, 2 participants believed that they paid little attention to the 
images, whereas they eye-tracking readings show that they underestimated their focus 
on this element. As far as the 6 Italians who answered ‘To a certain degree’ are 
concerned, they are correct if we consider the number of times that they looked at the 
images, but the perception of 5 of them is not accurate as the eye-tracking readings 
revealed that they spent more time watching the images than what they thought. For 
those who answered ‘To a large degree’ (4), this emerges as correct from the eye-
tracking data only for two of them, and only if we look at the total duration of the 
fixations on the images, and not at their total number.  
With regard to their opinion on three factors that may have caused some 
difficulties during the viewing, the speed and length of the subtitles was not a problem 
(4) or only a small one (4), but it was a hindrance to a certain (2) or to a large (2) 
degree for the other 4 viewers. The potential poor linguistic clarity of the subtitles was 
not at all (7) or only a small issue (4), and the same answers were given by 9 and 3 
participants respectively, in relation to the fact of not being accustomed to subtitles. 
Finally, these 12 participants perceived the English audio mainly as a helpful element 
for a better understanding of the clip (7), although it was irrelevant or even 
distracting/disturbing for a few others (4). Similarly, the comedian’s body language was 
useful to 7 Italians, while it had a neutral effect on the experience of another 4 of them. 
The factor that played the least significant role is the audience’s laughter, as it did not 
make any difference to the performance of 6 participants and it distracted/disturbed 
that of another 4 of them.  
As we have already seen for the same cluster in Dress to Kill (see Section 
8.4.3), the results may suggest that those who are able to balance their attention 
between subtitles and images are viewers of younger age groups, and with an 
intermediate level of English. As for the presence of 4 Italians with a basic command of 
English, this may be the result of compensating the low linguistic competence in the 
source-text language with the comedian’s body language so as to enjoy the humour 
more thoroughly. As pointed out in the aforementioned section, here too it could be 
argued that another determining feature is a higher level of education, although the 
difference between those who have this and those who do not in this group is rather 
small. Another factor that, if we look at the figures, does not play a clear role in this 
case, is the habit of watching audiovisual products in English. However, as half of 
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these viewers never do this or only 1-2 days a week, and the other half of them do it 
from 3 to 6 days a week, this may mean that that there is a higher need to adopt a 
compensation strategy for the former and a greater ability to do this for the latter. It is 
also very interesting to note that this “split” attention must have not required a 
challenging cognitive effort as most of these viewers enjoyed the experience and found 
the sketch quite or very funny, especially on a linguistic and a thematic level, but to a 
smaller degree on a visual one. On the other hand, most of them stated that there are 
some visual differences between this type of humour and Italian comedy to various 
degrees. Two factors that may have contributed to a positive experience for these 
viewers whose gaze was both on the subtitles and on the images to a similar degree 
are: 1) the fact of not having any difficulties in following the subtitles, although their 
speed and length represented an obstacle to a certain degree for 4 of these 
participants; 2) the useful role played by the comedian’s body language and the 
prosodic traits of his voice in the comprehension of the humour. Finally, the eye tracker 
measurements showed that all of these 12 Italians paid less attention to the subtitles 
than what they thought. Overall, these participants tended to overestimate the amount 
of concentration that they devoted to the subtitles; the eye-tracking data also revealed 
that, in general, some of them overestimated their attention on the images and some 
others underestimated it (if we consider the time spent with their eyes on the images).  
8.4 Stripped 
This section will delve into the eye-tracking performance of the 51 participants whose 
total duration of fixations for the clip taken from Stripped forms at least 80% of the 
entire length of the video. A total of 13 cases did not meet this criterion and, thus, had 
to be excluded from the study (see Table 59, Appendix 3.2), for which 64 cases were 
originally taken into account. 
8.4.1 Greater focus on subtitles 
This section examines the group of participants who, while watching the clip taken from 
Stripped, had a higher number of fixations – i.e. at least 55% of their entire number of 
fixations – on the subtitles than on the images. These respondents are 33 and the 
values related to their eye behaviour are reported in the table below: 
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User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 035 495 395 55.62% 44.38% 
User 090 486 378 56.25% 43.75% 
User 020 499 370 57.42% 42.58% 
User 057 480 353 57.62% 42.38% 
User 034 531 382 58.16% 41.84% 
User 091 504 358 58.47% 41.53% 
User 088 501 337 59.79% 40.21% 
User 073 489 325 60.07% 39.93% 
User 099 571 362 61.20% 38.80% 
User 094 535 324 62.28% 37.72% 
User 092 529 310 63.05% 36.95% 
User 056 511 286 64.12% 35.88% 
User 011 528 283 65.10% 34.90% 
User 078 539 269 66.71% 33.29% 
User 007 584 283 67.36% 32.64% 
User 054 570 267 68.10% 31.90% 
User 103 584 273 68.14% 31.86% 
User 036 565 264 68.15% 31.85% 
User 065 585 273 68.18% 31.82% 
User 084 593 274 68.40% 31.60% 
User 002 532 244 68.56% 31.44% 
User 017 630 288 68.63% 31.37% 
User 102 587 261 69.22% 30.78% 
User 023 633 265 70.49% 29.51% 
User 076 584 241 70.79% 29.21% 
User 098 601 243 71.21% 28.79% 
User 050 630 242 72.25% 27.75% 
User 069 629 233 72.97% 27.03% 
User 055 580 213 73.14% 26.86% 
User 077 624 208 75.00% 25.00% 
User 072 628 197 76.12% 23.88% 
User 093 692 204 77.23% 22.77% 
User 071 665 188 77.96% 22.04% 
Table 39. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was mainly on the subtitles. 
On average, the number of fixations on the subtitles and on the images is respectively 
566.485 and 284.636, and the average percentage of the same values is 66.60% and 
33.40%. As regards the average MFD of these 33 participants, the values obtained are 
0.304 ms on the subtitles and 0.359 ms on the images. 
This cluster includes 33 Italians, 7 of whom would fall within the category of 
those who had a balanced eye behaviour between subtitles and images, if we took into 
account the total duration of their fixations on the former instead of their total number 
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(see Users 90, 35, 88, 20, 91, 57 and 73) – a trend that has already been underscored 
in the same cluster for both Dress to Kill and Circle (see Sections 8.2.1 and 8.3.1). 
These cases can be easily identified as the percentage number in bold, within the table 
below, will be a figure higher than 45% and lower than 55%: 
 
User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 035 00:02:12.223 00:02:08.884 50.65% 49.35% 
User 090 00:02:06.554 00:02:29.702 45.81% 54.19% 
User 020 00:02:21.235 00:02:13.690 51.37% 48.63% 
User 057 00:02:19.006 00:01:57.010 54.30% 45.70% 
User 034 00:02:38.662 00:01:57.763 57.40% 42.60% 
User 091 00:02:17.432 00:02:04.116 52.55% 47.45% 
User 088 00:02:14.196 00:02:07.537 51.27% 48.73% 
User 073 00:02:34.032 00:02:07.650 54.68% 45.32% 
User 099 00:02:35.531 00:01:51.707 57.72% 42.28% 
User 094 00:02:47.608 00:01:48.741 60.65% 39.35% 
User 092 00:02:40.243 00:02:05.511 56.08% 43.92% 
User 056 00:02:42.700 00:01:58.928 57.77% 42.23% 
User 011 00:02:57.114 00:01:48.513 62.01% 37.99% 
User 078 00:02:39.373 00:01:40.990 61.21% 38.79% 
User 007 00:03:01.359 00:01:51.248 61.98% 38.02% 
User 054 00:03:10.670 00:01:28.388 68.33% 31.67% 
User 103 00:03:10.416 00:01:29.078 68.13% 31.87% 
User 036 00:03:05.116 00:01:37.428 65.52% 34.48% 
User 065 00:02:55.836 00:01:48.511 61.84% 38.16% 
User 084 00:03:06.078 00:01:32.227 66.86% 33.14% 
User 002 00:02:48.264 00:01:47.251 61.07% 38.93% 
User 017 00:02:59.523 00:01:24.094 68.10% 31.90% 
User 102 00:03:06.376 00:01:28.534 67.80% 32.20% 
User 023 00:03:07.090 00:01:21.050 69.77% 30.23% 
User 076 00:03:07.638 00:01:35.153 66.35% 33.65% 
User 098 00:03:02.763 00:01:33.318 66.20% 33.80% 
User 050 00:03:17.163 00:01:27.422 69.28% 30.72% 
User 069 00:03:05.736 00:01:26.174 68.31% 31.69% 
User 055 00:03:08.714 00:01:25.283 68.87% 31.13% 
User 077 00:03:10.836 00:01:21.785 70.00% 30.00% 
User 072 00:03:22.777 00:01:04.275 75.93% 24.07% 
User 093 00:03:18.146 00:01:02.154 76.12% 23.88% 
User 071 00:03:33.862 00:01:02.225 77.46% 22.54% 
Table 40. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was mainly on the subtitles. 
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Among these 33 respondents, there are 17 men and 16 women, whose age ranges are 
18-29 (13), 30-39 (13), 40-49 (4) and 50-69 (3). As far as their education is concerned, 
17 of them went to a secondary school only, whereas the other 16 obtained either a 
degree or a PhD. Moreover, except for 2 people who have no knowledge of English, 
most of them assessed their linguistic skills as A1-A2 (21), followed by the levels B1 (8) 
and B2 levels (2). This group also includes 4 Italians who lived in the United Kingdom 
and/or in Ireland for 1-3 months or 4-6 months, but not even they had heard of Eddie 
Izzard before. As regards their audiovisual habits, as many as 11 of these participants 
never watch any videos in English, and another 14 of them only do this 1-2 days a 
week; there are also 6 participants who watch audiovisual products in English 3-4 days 
a week and another 2 who have this habit 5-6 days a week. Moving to these 
respondents’ reaction to the clip, the most popular answers reveal that the sketch was 
a little or quite funny linguistically respectively for 12 and 14 participants, thematically 
for 9 and 14 of them (another 8 viewers found it very funny), and visually for 12 and 11 
of them. Moreover, it was mainly rated as not at all (25) or only a little offensive (6) for 
the language used, and the same answers were given by 23 and 6 viewers 
respectively on the topics discussed by the comedian, and by 28 and 5 respondents in 
relation to the visual aspects of the sketch. In terms of how different this type of humour 
is from Italian comedy, according to these participants, there is a little (8), a fair (10) 
and a large amount (11) of linguistic dissimilarities; and the subjects addressed in the 
clip are a little (7), quite (10) or very different (13) from those normally found in Italian 
comedy; whereas no differences (9) or only a few (14) were perceived from a visual 
point of view.  
As regards their self-assessment of their own viewing behaviour, 7 Italians 
answered that they focused on the subtitles to a certain degree; however, based on the 
eye-tracking readings, this is true only for two of them and only if we take into account 
the time spent on the subtitles instead of the total number of fixations on them. As for 
the 25 viewers who believed that they focused on the subtitles to a large degree, their 
opinion is confirmed by the eye-tracking measurements; nonetheless, according to the 
total duration of the fixations on the subtitles, 5 of these Italians spent less time on 
them than what they thought. Finally, one participant stated that he paid only little 
attention to the subtitles, which is proved wrong by the eye-tracking data. As far as the 
images are concerned, 4 viewers correctly said that they focused on them only to a 
small degree; there is even one participant who believed that he did not look at the 
images at all, which is not accurate based on his eye-behaviour results. Moving to the 
17 Italians who stated that they focused on the images to a certain degree, the eye-
tracking measurements show that they focused on them less than what they thought, 
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and their guess is correct only for two of them and only if we consider the time that they 
spent fixating the images instead of their total number. Furthermore, 11 participants 
mistakenly answered that they looked at the images to a large degree.  
According to their perception of a few specific factors that may have caused 
them some difficulties during their performance, the speed and length of the subtitles 
was mainly not a problem (9) or only a small one (17), although 7 viewers did rate it as 
an obstacle to a certain degree; the same answers were given by 25 and 7 people 
respectively, in relation to the potential poor linguistic clarity of the subtitles; and the 
fact of not being used to subtitles did not represent an issue for 15 participants, while it 
was one to a small degree, to a certain degree and to a large degree to another 10, 6 
and 2 of them respectively. Finally, among the factors that may have influenced the 
comprehension of the clip for these 33 Italians, the English audio was a light source of 
distraction/disturbance (9), an irrelevant factor (11) or a valid aid for a better 
understanding of the video (13). The comedian’s body language was a useful element 
to as many as 20 of these 33 participants, while for another 10 of them it did not play 
any special role during their viewing. As for the audience’s laughter, it was a neutral 
component for the experience of 19 people and a helpful one for another 8 of them. 
As it emerged from the same clusters in Dress to Kill and Circle (see Sections 
8.2.1 and 8.3.1), factors such as sex and education do not seem to determine a higher 
focus on the subtitles. As far as age is concerned, the predominant groups are again 
18-29 and 30-39, which are also the largest ones in the sample of 103 participants. 
Furthermore, it appears as consistent that those who devote most of their attention to 
the subtitles are mainly viewers with a basic command of English – with a grey area 
being represented by those with a B1 level, as the question is whether their real 
linguistic competence tends more towards the A2 level. Another consistent aspect is 
related to how frequently viewers watch audiovisual products in English, as the figures 
suggest again that those who never do this or do it rarely during the week (need to) rely 
more on the subtitles. The results obtained for this group corroborate those highlighted 
in the same cluster for the other two clips also with respect to the fact that a higher 
degree of attention on the subtitles does not undermine the appreciation of the sketch. 
Indeed, most of these 33 participants were quite or very amused by Eddie Izzard’s 
comedy in this clip, both linguistically and thematically; and overall its visual attributes 
were perceived as quite or very funny too but by fewer viewers, as several of them 
found them entertaining to a small degree. Moreover, although these participants 
mainly focused on the written linguistic information, they were able to perceive some 
visual differences between this type of humour and the Italian one, to various degrees. 
Based on some of the other questions asked to them, it could also be argued that this 
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comedy could have been enjoyed even more or by more people, if the speed/length of 
the subtitles and the fact of not being used to them had not caused a fairly significant 
difficulty in following them for 7 and 8 of these viewers respectively. On the other hand, 
other aspects such as the non-verbal humour seem to have particularly helped viewers 
understand the content of the sketch, followed by the comedian’s voice/tone, which 
was, however, irrelevant if not distracting/disturbing for several of them (as the 
audience’s laughter was too). As regards these 33 participants’ self-assessment of 
their attention distribution, 5 of them underestimated their focus on the subtitles and 
another 6 overestimated it. Furthermore, as many as 26 of these 33 viewers did not 
assess their focus on the images accurately as they believed that they had fixated 
them more than they truly did, based on their eye-behaviour measurements; and 
another two underestimated their attention on the visual component. 
8.4.2 Greater focus on images 
The subject of this section is the group of participants who, according to the eye-
tracking data, focused more on the images than on the subtitles, with a minimum 
percentage of fixations of 55% on the former, as is clear from the column in bold in the 
following table: 
 
User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 016 391 528 42.55% 57.45% 
User 044 295 441 40.08% 59.92% 
User 046 295 508 36.74% 63.26% 
User 074 129 505 20.35% 79.65% 
User 062 86 673 11.33% 88.67% 
User 075 41 586 6.54% 93.46% 
Table 41. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was mainly on the images. 
The average number of fixations on the images is 540.167 (73.74%), while the same 
value for the subtitles is 206.167 (26.26%). As for the average MFD of these 
participants on the subtitles and on the images, the figures are 0.277 ms and 0.393 ms 
respectively. 
As it emerged for this cluster in Dress to Kill and Circle (see Sections 8.2.2 and 
8.3.2), there are no extreme discrepancies here between participants’ number of 
fixations on the images and their total duration. Indeed, even if we consider the latter 
data, which are reported in the table below, these respondents would still belong to the 
category of the greater focus on the images: 
 
 
236 
 
User No. 
Fixations on 
Subtitles 
(Total Time) 
Fixations on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 016 00:01:50.983 00:02:35.242 41.69% 58.31% 
User 044 00:01:20.187 00:03:01.327 30.66% 69.34% 
User 046 00:01:16.400 00:03:14.181 28.24% 71.76% 
User 074 00:00:34.200 00:03:48.038 13.04% 86.96% 
User 062 00:00:27.641 00:04:11.043 9.92% 90.08% 
User 075 00:00:10.664 00:04:22.297 3.91% 96.09% 
Table 42. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was mainly on the images. 
This group is formed by only 6 Italians – 3 men and 3 women whose age ranges from 
24 to 36, except for a 68-year-old man. Four of them took a degree or a PhD, while the 
other 2 have a secondary school qualification, and their levels of English are A2 (2), B2 
(2) and C1 (2); none of them ever lived in an Anglophone country, but 2 of them had 
heard of Eddie Izzard before. Surprisingly, one of these respondents never watches 
any audiovisual products in English, another 3 only do so 2-3 days a week and the 
remaining 2 viewers have this habit 7 days a week. As far as their reaction to this type 
of humour is concerned, it was mainly perceived as quite (3) or very funny (2) 
linguistically, and the same opinions were expressed by 2 and 3 viewers respectively 
on the topics of the sketch; similar figures emerged for the visual component of the clip, 
which however was only a little amusing to 2 of these 6 participants. Moreover, most or 
all of them stated that the language, the themes and the visual elements were not at all 
or only a little offensive. Overall, these respondents judged this type of humour as quite 
or very different from Italian comedy on a thematic level, but not as much on a visual 
one. As for the humorous language used by the comedian, it divided the opinion of the 
viewers as they answered ‘[Different] To a small degree’ (2), ‘To a certain degree’ (2) 
and ‘To a large degree’ (2).  
Moving to the perception that these 6 participants had of their own eye 
behaviour, 3 of them rightly stated that they paid little attention to the subtitles, whereas 
the other 3 picked the options ‘To a certain degree’ (2) and ‘To a large degree’ (1), 
which in both cases is not what the eye-tracking data reveal, as these respondents 
focused on the subtitles much less than what they thought. As regards the extent to 
which they relied on the images, the answers given were ‘To a small degree’ (1), ‘To a 
certain degree’ (3) and ‘To a large degree’ (2); in fact, based on the eye-tracking 
measurements, all of them fixated the visual element to a large degree, which makes 
the perception of 4 participants incorrect.  
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As for the factors that may have affected their reading experience, in general, 
the speed/length of the subtitles was not an issue or only a small one, although one 
viewer rated it as such to a certain degree; the potentially poor linguistic clarity was not 
a hindrance or only a small one; and the fact of not being used to subtitles was not an 
impediment for 3 viewers, although for one participant it did cause some difficulties and 
for another two it represented a significant problem. Furthermore, most respondents 
perceived the comedian’s body language as a helpful element for their comprehension 
of the clip, and three of them expressed the same opinion about the audience’s 
laughter, which was irrelevant to the other 3 participants instead; and the English audio 
was essential for 3 Italians to understand the sketch, while it was a neutral factor (2) or 
even a small source of disturbance/distraction (1) for the other 3 of them.  
Although this cluster is rather small, it shows some similarities with the same 
groups in Dress to Kill and Circle (see Sections 8.2.2 and 8.3.2). These results indicate 
that those who are able to focus more on the images belong to younger groups and 
have a degree or a PhD, as well as a high level of English competence. As explained in 
the two aforementioned sections, the presence of Italians with an A1-A2 level (2) may 
be related to the fact that overall these two viewers found it quite or very demanding to 
follow the subtitles owing to their length/speed and not being accustomed to them. This 
may have caused a high cognitive effort for them and led them to watch the images 
more (one of them is the older participant in the group, i.e. 69 years old). This may be 
further justified if we consider that these are two of the only three participants who 
never or rarely watch audiovisual products in English. As regards the remaining 3 
Italians, the figures are too small to find a definite link, for example, between a higher 
frequency in watching audiovisual material in English and a smaller need to rely on the 
subtitles. On the whole, it emerges that this approach that is focused more on the 
images allows those who adopt it to appreciate the linguistic, thematic and visual 
elements that make this clip funny. On average, these are viewers who did not find it 
arduous to follow the subtitles – although some did, as said above, but they may be 
Italians who in fact needed them for the comprehension of the sketch. Moreover, the 
comedian’s body language, and even his voice/tone and the audience’s laughter, may 
have contributed to their positive experience. Finally, based on the eye-tracking results, 
3 of these 6 participants overestimated their attention to the subtitles, whereas another 
3 believed that they focused on the images (much) less than what they did. 
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8.4.3 Similar focus on subtitles and images 
This section delves into the cases of those participants who showed a balanced eye 
behaviour between subtitles and images while watching the clip taken from Stripped. 
As the following table suggests, this means that for these respondents we have a 
percentage of fixations between 45% and 55% on either the subtitles or the images: 
 
User No. No. Fixations on Subtitles 
No. Fixations 
on Images 
% No. Fixations 
on Subtitles 
% No. Fixations 
on Images 
User 029 402 447 47.35% 52.65% 
User 087 414 447 48.08% 51.92% 
User 005 444 472 48.47% 51.53% 
User 095 424 426 49.88% 50.12% 
User 021 466 441 51.38% 48.62% 
User 079 416 386 51.87% 48.13% 
User 009 441 407 52.00% 48.00% 
User 038 415 376 52.47% 47.53% 
User 101 485 438 52.55% 47.45% 
User 064 440 392 52.88% 47.12% 
User 015 471 418 52.98% 47.02% 
User 085 476 404 54.09% 45.91% 
Table 43. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total number of fixations) was on the subtitles and on the images to a similar degree. 
On average, the number of fixations on the subtitles and on the images is respectively 
441.167 and 421.167, which can be expressed in percentage as 51.17% and 48.83%. 
As regards the average MFD of these viewers, it is 0.274 ms on the subtitles and 0.364 
ms on the images. 
As has been previously highlighted for the same cluster in Dress to Kill and 
Circle (see Sections 8.3.3 and 8.4.3), here too there is an inconsistency between the 
participants’ number of fixations and their total duration. This emerges from a 
comparison of the previous table and the one reported below, where we can see that, 
except for Users 85, 87, 15 and 101, all the respondents would fall within the category 
of those whose focus was greater on the images than on the subtitles, if we consider 
how much time they spent looking at the former and at the latter: 
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User No. 
Fixation on 
Subtitles 
(Total Time) 
Fixation on 
Images 
(Total Time) 
% Total Time 
on Subtitles 
% Total Time 
on Images 
User 029 00:02:02.718 00:02:35.989 44.03% 55.97% 
User 087 00:01:59.654 00:02:16.844 46.65% 53.35% 
User 005 00:01:51.742 00:02:42.525 40.74% 59.26% 
User 095 00:01:47.281 00:02:38.313 40.39% 59.61% 
User 021 00:02:02.051 00:02:34.836 44.08% 55.92% 
User 079 00:02:01.343 00:02:39.502 43.21% 56.79% 
User 009 00:01:57.728 00:02:43.445 41.87% 58.13% 
User 038 00:01:53.812 00:02:32.867 42.68% 57.32% 
User 101 00:02:10.020 00:02:20.616 48.04% 51.96% 
User 064 00:01:55.463 00:02:22.270 44.80% 55.20% 
User 015 00:02:16.752 00:02:27.942 48.03% 51.97% 
User 085 00:02:11.291 00:02:33.953 46.03% 53.97% 
Table 44. Stripped. Cases of valid eye-tracking data where the attention (measured as 
total duration of fixations) was on the subtitles and on the images to a similar degree. 
This group is composed of 6 men and 6 women, whose age is 20-29 (4) and 30-39 (8). 
Two of them attended a secondary school, while the other 10 obtained a degree or a 
PhD. Moreover, few of these 12 viewers have an A1-A2 English level (3), 7 of them 
ticked the boxes B1 (6) or the B2 (1), and 2 assessed their level as C1. Among these 
12 Italians, there are two who lived in the United Kingdom for 1-3 months or in the 
United States for 4-6 months; the former is the only one in this group who was already 
familiar with Eddie Izzard. As many as 3 respondents never watch any videos in 
English, another 5 of them only do so 1-2 days a week, and each one of the remaining 
4 participants picked an option from 3 to 6 days a week to describe their habit of 
watching audiovisual products in English. Moving to how these 12 participants 
perceived this type of humour, most of them found the clip a little (5) or quite funny (4) 
linguistically; from a thematic point of view, it was rated as a little (4), fairly (4) and very 
(4) entertaining; and it was considered as a little (3) and quite (8) amusing visually. 
Regarding how offensive this type of humour appeared, the most popular answers 
were ‘Not at all’ (8) and ‘To a small degree’ (4) for its linguistic and its thematic 
features, and ‘Not at all’ (12) for the visual ones. Finally, the language used by the 
comedian was perceived mainly as fairly (6) or very different (3) from Italian comedy, 
and the same answers were given by 5 and 4 respondents respectively, in relation to 
the topics of the sketch, whereas its visual component was rated as not at all (5) or a 
little different (4) from that of Italian comedy.  
When asked to what extent they focused on the subtitles, one of these viewers 
stated that she did so to a small degree, which can be judged as correct only according 
to the total duration of the fixations on the subtitles. As for the 6 viewers who answered 
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‘To a certain degree’, their opinion is correct if we consider the total number of fixations 
on the subtitles, but not entirely if we look at their total duration, based on which 4 of 
them paid less attention to the subtitles than what they thought. As regards those who 
answered ‘To a large degree’, they clearly overestimated their attention on the subtitles 
as otherwise they would not belong to this cluster; their inaccurate perception is 
confirmed also in terms of time spent fixating the subtitles, especially for 3 of these 5 
viewers as, based on this parameter, they would be among those who focused on the 
subtitles to a small degree. As for the attention devoted to the images, 2 Italians 
incorrectly believed that they paid little attention to this visual element. Six participants’ 
perception was confirmed by the eye-tracking readings as they ticked the answer ‘To a 
certain degree’; nonetheless, the data show that 3 of them spent slightly more time on 
the images than what they thought. The remaining 4 viewers quantified their attention 
on the images as ‘To a large degree’, which is not correct, unless we take into account 
the total duration of their fixations on the images instead of the total number, and this 
would be valid only for 3 of them.  
Regarding the factors that may have caused difficulties in following the 
subtitles, their length and speed was not a problem (4) or only a small one (5), and 
both the potential poor linguistic clarity of the subtitles and the fact of not being used to 
them did not represent an obstacle for the majority of these Italians (8). Furthermore, 
with respect to what may have mainly helped, disturbed or played a neutral role in their 
comprehension of the clip, the English soundtrack was a helpful (6) or an essential 
element (3), the comedian’s body language was a valid aid (9), and the audience’s 
laughter was irrelevant to the understanding process of half of them (6), while the other 
half rated this factor as either distracting/disturbing (3) or useful (3). 
The results found for this cluster are in line with and confirm in a more definite 
way those of the same group in Dress to Kill and Circle (see Sections 8.2.3 and 8.3.3). 
Indeed, the tendency to balance the attention between the subtitles and the images 
seems to be related to younger viewers who have a high level of education and of 
English knowledge too. As for the three Italians with a basic competence in English, 
their behaviour may be (consciously or subconsciously) linked to a strategy combining 
the linguistic information of the subtitles (or what they could grasp from the English 
audio) with the non-verbal humour, in order to understand and appreciate the sketch 
more thoroughly. A grey area is represented by the habit of watching audiovisual 
material in English, as most people in this cluster never do this or only rarely (1-2 days 
a week). This emerges from the same group for the other two clips (especially for 
Dress to Kill); therefore, it could be argued that: a) there is no correlation at all between 
being used to watching audiovisual products in English and a balanced eye behaviour 
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between subtitles and images; b) for those who do not frequently practice this habit, 
this approach may be the most functional and effective one in terms of comprehension 
(or their attention is simply easily drawn to the images); c) the fact of having significant 
difficulties in following the subtitles due to their speed/length (as it is for 3 of these 
participants) or not being used to them (as it is for another one of them) may lead 
viewers with a rare habit of watching audiovisual material in English to focus slightly 
less on the subtitles than what they would do if they did not find those impediments. 
Overall, the balanced approach shown by this cluster of participants indicates that most 
of them were able to appreciate the humour of this clip, especially on a thematic and a 
visual level – the majority is slightly smaller for the linguistic one. These results and the 
other answers given by these Italians may suggest that the useful role played by the 
non-verbal humour and the comedian’s prosodic features, combined with the fact that 
most of them did not have any major issues in following the subtitles, contributed to 
their positive experience. Finally, on the whole, the eye-tracking data revealed that 
these viewers spent less time fixating the subtitles than what they believed, and some 
of them underestimated the time spent looking at the images, whereas a few others 
overestimated it. 
8.5 Conclusions 
This chapter has presented an analysis of the cases of all the participants for whom the 
eye tracker collected a satisfactory amount of valid data. As clarified earlier in this 
chapter, by “valid data” we mean the fixations that were marked as valid by the eye-
tracking software in the file produced for each participant with all the fixations recorded 
for that participant during the viewing of a clip; such fixations were then further filtered 
so as to eliminate all those that did not fall within the screen range (for more details, 
see Section 5.3). As for “satisfactory amount”, this refers to the data of those 
participants for which the total duration of all their fixations adds up to at least 80% of 
the entire length of a clip. Section 8.2, Section 8.3 and Section 8.4 have respectively 
dealt with the aforementioned cases for each one of the three clips taken from Dress to 
Kill, Circle and Stripped. These sections are structured into subsections presenting 
three main clusters of participants, who were grouped based on whether their total 
number of fixations was mainly on the subtitles (≥55% of the total number of fixations), 
on the images (≥55% of the total number of fixations) or on both to a similar degree 
(between 45% and 55% of the total number of fixations). 
As has been previously explained, the collection of the data related to the eye 
behaviour was partially undermined by the malfunctioning of the eye tracker (e.g. when 
other things in its range were tracked instead of a participant’s eyes) and/or the poor 
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performance of some of the respondents (e.g. when they lost their initial optimal sitting 
position). For this reason, the valid eye-tracking data available and presented in 
combination with the questionnaire data throughout this chapter only concern part of 
the entire sample. Precisely, the participants who could be considered for this part of 
the study were 66, 59 and 51 for Dress to Kill, Circle and Stripped respectively, after 
undergoing a further filtering process starting from a total of 77, 67 and 64 
respondents. This finding will be further discussed in Section 9.2, which is part of the 
Conclusions to the present thesis. 
 
 Dress to Kill Circle Stripped 
Potential valid cases 77 67 64 
Final valid cases 66 59 51 
Table 45. Number of potential valid cases for the eye-tracking analysis and number of 
those that were finally considered. 
The second finding that is worth underlining is that, out of all the valid cases available 
for the three sketches, the main trend always shows a higher number of Italians whose 
focus was greater on the subtitles, followed by the number of respondents whose 
attention was mainly on the images and ending with those whose fixations were 
balanced between subtitles and images. However, as far as Stripped is concerned, the 
number of participants who mostly looked at the images is lower than that of the 
participants who focused on the subtitles and on the images to a similar degree.  
 
 Dress to Kill Circle Stripped 
Greater focus on subtitles 43 33 33 
Greater focus on images 13 14 6 
Similar focus on subtitles/images 10 12 12 
Table 46. Clusters created for each clip to categorise participants based on their number 
of fixations being greater on the subtitles or on the images, or in similar quantity on both 
elements. 
A detailed analysis of the features of these three clusters will be offered in the 
Conclusions to this thesis (Section 9.2), by also stressing the role played (if any) by the 
various factors involved, whereas the rest of this section will delve into two more main 
findings. In order to know more about the attention distribution of these three different 
clusters of participants, we can look at all the relevant figures obtained after working on 
the data spreadsheets related to the eye measurements of each participant: 
 
 
 
243 
 % Fixation on Subtitles 
% Fixation 
on Images 
MFD on 
Subtitles 
MFD on 
Images 
Dress to Kill     
Greater focus on subtitles 68.71% 31.29% 0.323 ms 0.377 ms 
Greater focus on images 30.13% 69.87% 0.289 ms 0.402 ms 
Similar focus on subs/images 51.45% 48.55% 0.289 ms 0.379 ms 
Circle     
Greater focus on subtitles 67.03% 32.97% 0.325 ms 0.366 ms 
Greater focus on images 34.07% 65.93% 0.303 ms 0.383 ms 
Similar focus on subs/images 49.15% 50.85% 0.291 ms 0.409 ms 
Stripped     
Greater focus on subtitles 66.60% 33.40% 0.304 ms 0.359 ms 
Greater focus on images 26.26% 74.74% 0.277 ms 0.393 ms 
Similar focus on subs/images 51.17% 48.83% 0.274 ms 0.364 ms 
Table 47. Percentage of average number of fixations on subtitles and images, and mean 
fixation duration on subtitles and images for the three clusters of attention distribution. 
Regarding the viewers who focused more on the subtitles, the decreasing percentage 
of fixations on the subtitles from the first to the third clip could be due to the fact that 
Circle and Stripped present some longer parts of non-verbal humour only, thus without 
subtitles. However, it could also be argued that these participants became increasingly 
accustomed to the viewing experience that they were having and, thus, managed to 
focus slightly more on the images with the second clip and then with the third one. As 
far as their MFD is concerned, the one on the subtitles is always higher than that of the 
other two clusters, which could be expected as the participants belonging to them did 
not focus on the subtitles to a large degree. However, the value is also always lower 
than the MFD on the images, which may suggest that, despite of the cognitive effort of 
reading the subtitles, they were still able to devote, at times, even longer fixations to 
the images. As for the participants whose gaze was mainly on the images, it may be 
argued that Circle was the sketch for which they needed slightly more the support of 
the subtitles for the linguistic information that they could not grasp from the audio. This 
could be confirmed by the MFD on the subtitles, which in this case is lower than that on 
the images to a smaller degree compared to the other two clips for the same cluster of 
participants. As regards the cluster of Italians whose attention was on the subtitles and 
on the images to a similar degree, the percentages of fixations on the subtitles and 
fixations on the images highlight a clear balance that oscillated very little for all of the 
three clips. It is interesting to note that their MFD on the subtitles and their MFD on the 
images show results that are very similar to those characterising the viewers who 
focused on the images to a large degree, as the former is always lower than the latter. 
A lower MFD on the subtitles may imply both for this group and for the previous one a 
lower cognitive effort in reading the subtitles and/or less time spent on them. 
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Finally, in answer to RQ3, several tables will follow and illustrate the results of 
checking respondents’ self-assessment of their attention distribution against the eye-
tracking measurements. Starting with the cluster of Italians whose gaze was mainly on 
the subtitles, the results underscore a slight underestimate of their attention on the 
subtitles and a significant overestimate of their attention on the images. Thus, in 
particular, many of them thought that they had needed/been able to look at the images 
more than what they in fact did: 
 
Greater focus on subtitles Underestimate Overestimate 
Attention on subtitles DtK Circle Stripped DtK Circle Stripped 
Based on no. of fixations 8/43 9/33 8/33 - - - 
Based on total fix. duration 6/43 6/33 6/33 6/43 3/33 5/33 
Attention on images       
Based on no. of fixations - - 1/33 36/43 27/33 28/33 
Based on total fix. duration 1/43 1/33 2/33 31/43 22/33 26/33 
Table 48. Greater focus on subtitles. Attention distribution self-assessment vs eye-
tracking data. 
As regards those participants whose eyes were mostly on the images, their answer to 
the questions asking to what extent they had focused on the subtitles and on the 
images were proved to be inaccurate by the eye-tracking data for the majority of them. 
Indeed, most of them overestimated the degree of attention devoted to the subtitles 
and underestimated that devoted to the images, which means that they fixated the 
former less and the latter more than what they thought: 
 
Greater focus on images Underestimate Overestimate 
Attention on subtitles DtK Circle Stripped DtK Circle Stripped 
Based on no. of fixations - - - 10/13 12/14 3/6 
Based on total fix. duration - - - 10/13 12/14 3/6 
Attention on images       
Based on no. of fixations 11/13 10/14 4/6 - - - 
Based on total fix. duration 11/13 10/14 4/6 - - - 
Table 49. Greater focus on images. Attention distribution self-assessment vs eye-
tracking data. 
As for the cluster of respondents whose attention over subtitles and images was overall 
balanced, the results indicate that they were better at assessing the degree to which 
their focus was on the images as, in general, only a few of them either underestimated 
or overestimated this. As for the subtitles, on the whole, more than half of them 
believed that they had looked at this element more than what the eye-tracking data 
revealed: 
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Similar focus on subs / images Underestimate Overestimate 
Attention on subtitles DtK Circle Stripped DtK Circle Stripped 
Based on no. of fixations - - 1/12 8/10 7/12 5/12 
Based on total fix. duration - - 5/12 10/10 12/12 7/12 
Attention on images       
Based on no. of fixations 1/10 2/12 2/12 4/10 4/12 4/12 
Based on total fix. duration 1/10 7/12 5/12 - 2/12 1/12 
Table 50. Similar focus on subtitles/images. Attention distribution self-assessment vs 
eye-tracking data. 
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9 Conclusions 
This final chapter brings together observations about the most significant findings of 
this study, as a way of taking stock of the conclusions drawn from the different 
components of this research project as illustrated in the previous chapters, and with the 
view of further investigating some of its findings. By analysing the study carried out on 
a sample of 103 Italian participants living in Italy, who were asked to watch three clips 
taken from three of English comic Eddie Izzard’s stand-up comedy shows, the present 
thesis can foreground a set of reflections on audience response methods. This 
research project originates from three main reasons (see also Introduction and Chapter 
2) and motivations:  
1. To emphasise the importance of the role played by the audiences of translated 
audiovisual products, and the desire to contribute to this field. Indeed, several 
scholars started pointing out in the 2000s that this area should be devoted more 
attention in translation studies, and some have done so more recently (Antonini 
et al. 2003; Fuentes Luque 2003; Antonini 2005; Rossato and Chiaro 2010; 
Chiaro 2014).  
2. To underline the lack of studies on the audience’s response to British stand-up 
comedy humour when translated into Italian with interlingual subtitles – it also 
seems that, among all the subjects investigated in the field of translation/ 
subtitling of humour, the genre of stand-up comedy is not popular at all. For this 
genre, in particular, the audience not only plays a significant role but it is 
essential for the performance to take place (Rutter 1997; Brodie 2008; Lockyer 
2011). 
3. To contribute to a specific research trend that has started growing only recently 
in translation studies, which involves the combination of quantitative methods of 
data collection with the more traditional qualitative ones. This methodological 
approach, called ‘triangulation’, can help translation studies researchers have 
more reliable and objective data (Frey et al. 1991; Shreve and Angelone 2010; 
Saldanha and O’Brien 2013). Although this approach has started to be applied 
to studies on the audience, for example, with the use of the eye-tracking 
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technology (Perego et al. 2010; Kruger 2012; Bisson et al. 2014), there do not 
seem to be any cases of such technology being applied to the investigation of 
the viewers’ response to stand-up comedy humour with interlingual subtitles. 
Furthermore, the project was built around four main research questions (see Section 
1.3), the aim of which was to demonstrate or confute the following: 
  
RQ1. The effectiveness of subtitling as audiovisual translation mode for stand-up 
comedy humour; 
RQ2. The potential correlation between viewers’ level of fluency in the source-
language and their degree of appreciation of the source-language humour; 
RQ3. The audience’s ability to self-assess their perception and behaviour; and 
RQ4. The importance of combining traditional methods of data collection with more 
innovative and scientific ones. 
 
For all the reasons discussed above, an experiment was designed to collect both 
qualitative and quantitative data on the perception and reception of British stand-up 
comedy humour with Italian subtitles by a sample of 103 Italian native speakers living 
in Italy (see Chapter 4 and Chapter 5). An English comic, Eddie Izzard, and three clips 
taken from his stand-up comedy shows Dress to Kill (1998), Circle (2000) and Stripped 
(2008) were chosen due to the unique style and repertoire of this performer, which 
include sensitive topics such as religion or other that may require a certain knowledge 
of historical facts, as well as a surrealistic, blasphemous and sarcastic way of 
addressing them (see Chapter 3). Italians are not necessarily used to this type of 
humour, especially if we consider that stand-up comedy does not even have a tradition 
comparable to that of Great Britain (see Section 3.2.1), as it evolved from forms of light 
entertainment more alike vaudevilles than one-man shows. 
Section 9.1 will summarise the findings of the questionnaire data and draw all 
the relevant conclusions based on those results, for which a meticulous description and 
a preliminary interpretation are provided in Chapter 6 and Chapter 7. Section 9.2 will 
present an overview of the findings obtained by combining the eye-tracking data 
collected to measure the viewers’ attention distribution with those collected by means 
of the questionnaire, so as to highlight all the potential links existing between the 
participants’ behaviour and their demographic traits. Lastly, Section 9.3 will offer some 
concluding remarks on this study, on its limitations and on suggestions of 
improvements for future research.  
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9.1 Findings: Questionnaire Data 
As regards one of the main research questions – the one concerning the perception 
that these 103 Italians had of these sketches taken from three of the stand-up comedy 
shows of the British comedian Eddie Izzard (see RQ1) – according to the collected 
questionnaire data, the study returned positively solid and clearly significant findings. 
This statement can be supported with the following explanations: a) the three clips 
were assessed as quite or very funny by the majority of the participants in terms of 
language, topics and visual aspects; and b) the largest part of the sample did not find 
these videos offensive at all, followed by those who considered them as such to a small 
degree. To be precise, Circle was rated as the most entertaining one from a linguistic 
and a thematic perspective, while Dress to Kill emerges as such from a visual point of 
view, and its humour was appreciated linguistically almost as much as that of Circle. 
On the whole, Circle was also the most offensive clip with respect to its language, its 
themes and its visual features. As for Stripped, it was the least funny, particularly on a 
visual level. Most of the 103 Italian respondents deemed the three sketches as quite or 
very funny and as not offensive at all, even though the majority of them perceived their 
humour as different from Italian humour to a fair or to a large degree, especially for its 
thematic and its linguistic components, followed by the visual one. Such response 
confirms the hypothesis of this work that stand-up comedy is translatable and can be 
successfully rendered by means of interlingual subtitles, as the results indicate that, 
overall, the target-language product was positively received in the target-language 
country. Furthermore, from an experimental level, the aforementioned response proves 
the hypothesis that we can measure responses to distant forms of humour in an 
effective and convincing manner, with evidence-based research. It could be argued 
that one of the factors that may have contributed to this positive response to the videos 
is a translation approach combining both source-oriented and target-oriented choices, 
which have been detected in a comparative analysis of the main humour elements in 
the original scripts and in the Italian subtitles (see Section 3.4). 
As already underscored, the largest groups are those composed of the 
participants who found the sketches quite or very funny, and the participants who did 
not perceive them as offensive at all. According to these findings, we could draw the 
conclusion that, even though some differences were perceived between Eddie Izzard’s 
comedy and Italian humour, they did not result in the respondents not being amused or 
instead feeling offended. The traits that characterise all the Italians who appreciated 
the clips to a certain or a large degree show quite convincingly that the larger gaps in 
terms of gender mainly concern Circle, which was appreciated more by the women on 
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every level; and the same result emerges with respect to the visual aspect of Stripped. 
To further probe this result, future research may consider adding a form of post-study 
recordings to the research method. It was not possible, nor had they been planned for 
this study; however, they would have been useful at this stage as, during the phase of 
the data collection, I noticed that participants tended to comment on the videos orally 
after taking part in the study without having made any observations in the open-end 
question asked for each clip. Indeed, many women commented on the good look of 
Eddie Izzard as a transvestite in Circle (e.g. on his boots, his leather trousers, etc.) and 
how that had made them feel more engaged, as well as on how handsome he appears 
in men’s clothes in Stripped. 
As regards the age factor, it may seem that, among these participants who 
rated the sketches as quite or very funny, the majority is composed of those in their 
twenties and in their thirties, thus the younger generations; however, these two age 
groups also represent the two largest ones of the entire sample. As for the reasons for 
which the clips were so successful among these generations, their positive perception 
may be due to the fact that: a) they started studying English at a younger age in school 
– whereas the older generations used to study mainly or only French; b) in most Italian 
universities, achieving a basic command of English by taking a language exam is a 
requirement in every department; and c) technology, media and even mobility 
programmes like Erasmus, Leonardo, and so on make these age groups more 
exposed to English and alternative forms of humour. It is also interesting to note that 
the participants in their sixties seem to have enjoyed the clip from Dress to Kill more 
than the other two, on every level. Therefore, having more respondents both for this 
group and for those in their fifties could have helped understand if there is a trend in 
preferring historical topics to religious ones among the older generations. Nonetheless, 
it is worth pointing out that two thirds of the participants in their sixties – who are all 
Catholics – enjoyed Circle, which may indicate that they have high levels of self-irony 
that help them look at the funny side of what Eddie Izzard says on the popes and on 
the Last Supper. As regards the themes of creationism and evolutionism in Stripped, 
they were probably not addressed in such an entertaining way, as fewer of the people 
from this age group had a positive perception of the sketch. 
As far as the respondents’ religious belief or stance is concerned, on the one 
hand, the Catholics within the sample are more than those who do not define 
themselves as such. On the other hand, this result still makes it possible to argue that 
subjects such as those treated by this British comedian and the way he deals with them 
linguistically and visually too can be suitable for and successful among the audience of 
a Catholic country as Italy is. This finding suggests a paradox in the self-censoring 
 
 
250 
approaches adopted by the dubbing and subtitling industry with respect to sensitive 
topics (see Paolinelli and Di Fortunato 2005). Further observations will be offered when 
analysing the groups of Italians who did not perceive the clips as offensive at all. 
As regards the education level of the Italians who considered the sketches as 
fairly or very entertaining, the number of respondents who obtained a degree or a PhD 
is always higher than the number of those who attended an institution of secondary 
education; this applies to all of the three aspects (linguistic, thematic and visual) of the 
three clips. It has to be said that the sample of participants does present more people 
with a higher education level (61 out of 103)36, otherwise it could have been even more 
plausible to deduce that an audience with a degree or a PhD is more likely to 
appreciate and enjoy Eddie Izzard’s humour. This would be in line with the findings of a 
study carried out by Friedman (2011: 13) in the UK, where the data revealed that the 
percentage of appreciation of Eddie Izzard’s humour is proportionate to the cultural 
capital background of the respondents. 
In relation to RQ2, if we look at the participants’ competence in English, we 
shall notice that only half or even fewer of the 8 Italians who do not have any command 
of this language found the sketches quite or very funny. As for those with a basic level 
of English (A1-A2), the majority (and, in some cases, half) of them enjoyed the clips to 
a fair or to a large degree. Similar results concern the respondents who assessed their 
knowledge of English as intermediate (B1-B2); most of them rated this type of humour 
as quite or very funny. As regards the 5 Italians with an advanced level of English (C1), 
most of them fall within this group too. On the one hand, it could be argued that the 
disproportion in the size of the different language groups may not give reliable data, 
and that perhaps a C1-C2 group as large as the other two would have shown an even 
higher degree of appreciation of these instances of British stand-up comedy. On the 
other hand, it needs to be stressed that half or more of the Italians with an A1-A2 level 
did enjoy the clips, which may imply that good interlingual subtitles can (and indeed 
often do) convey the humorous elements of the original successfully to those who do 
not master the source language.   
Finally, the sketches were perceived as quite or very funny not only by 82.3% of 
the Italians who watch audiovisual products in English 5-7 days a week, but also by 
79.4% of those who have this habit 3-4 days a week, 65.4% of those who do this once 
or twice a week, or even by 57.6% of those who never watch any videos in English at 
                                                
36 It is worth adding that, when compared to the reports concerning Italians’ level of education in 
2014 by ISTAT (the Italian national institute for statistics), the sample of participants of this 
study appeared as more highly-educated than the average (see 
http://www.istat.it/it/files/2015/12/C07.pdf). 
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all. In proportion, it appears that the more frequent is the habit of watching audiovisual 
products in English, the greater are the chances of appreciating material like these 
stand-up comedy clips. However, the fairly high number of participants who enjoyed 
the sketches and never watch any videos in English with subtitles, or only do so once a 
week, may indicate that a higher frequency in this habit is not essential for the 
appreciation of interlingually subtitled audiovisual products. 
 Moving to the participants who did not find the clips offensive at all, the number 
of men and women are quite balanced in almost every case, except for the linguistic 
component of Stripped. Indeed, these were perceived as not offensive at all by more 
women than men – this, however, does not seem to suggest that any significant links 
exist between the gender of the audience and considering this type of humour as not 
offensive. 
As far as the age factor is concerned, the majority of the younger groups, i.e. 
those in their twenties and their thirties, did not feel offended by the sketches. These 
two age groups are equally large and they are the two most numerous ones of the 
entire sample, and the figures related to them are fairly balanced, except for the 
thematic aspect of Dress to Kill, which was not offensive at all to fewer people in their 
thirties than to those in their twenties. If the positive reaction of these groups may imply 
that this is due to features characterising the younger generations, e.g. an open mind 
and a high level of self-irony, the results of the other age groups show that perhaps age 
is not a key factor with respect to how offensive this type of humour can be. Indeed, 
there are cases in which even most of the Italians in their forties, their fifties and their 
sixties did not rate the clips as offensive at all from a linguistic, thematic and/or visual 
perspective. 
In terms of any potential links existing between the audience’s religious stance 
and not feeling offended by this type of humour, the largest part of those who defined 
themselves as atheists, agnostics or ‘Other’ did not perceive Eddie Izzard’s humour as 
offensive, which is something that could have been expected. What is interesting is that 
the majority of the Catholic participants opted for the answer ‘Not at all [offensive]’. It is 
worth pointing out that, among them, Dress to Kill and Circle present the lowest scores 
as fewer people gave the aforementioned response respectively for the thematic level, 
and for the linguistic and thematic level. On the other hand, the number of Catholics 
who thought that the sketches were not even a little offensive is high enough to deduce 
that being a Catholic does not necessarily implicate that this type of humour will not be 
appreciated. Rather than religion itself, what may truly make the difference is the 
degree of open-mindedness and self-irony with which people embrace and practice 
their religion. This could have been discovered by simply asking the participants a 
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question on this matter after conducting the experiment; nevertheless, a similar 
question could have made some of them uncomfortable. 
As regards the factor represented by the level of education, the results reveal 
that the number of participants who did not find the clips as offensive at all is greater for 
those with a higher education. However, this is not be interpreted as the fact that 
Italians with a secondary education qualification feel more offended by this type of 
humour. Indeed, the respondents with a higher education form a larger group within the 
sample, as they are 61 out of 103. 
Moving to participants’ knowledge of English and starting with those who have 
no command of this foreign language, in most cases, the majority of them did not feel 
offended by the clips. As regards the group composed of the respondents with a basic 
level of English (A1-A2), most of them did not perceive Eddie Izzard’s humour as 
offensive at all, although the subjects addressed in Dress to Kill and in Circle, as well 
as the language used in the latter, were assessed as a little offensive. The sketches 
were not rated as offensive also by most of the participants with an intermediate level 
of English (B1-B2); nonetheless, a few of them expressed a different opinion on the 
thematic aspect of both Dress to Kill and Circle. As for the Italians with an advanced 
level of English (C1), the majority of them did not find these instances of British stand-
up comedy offensive, however the linguistic and thematic features of Dress to Kill and 
Circle were at least a little offensive to some of them. Overall, it seems difficult to 
establish a link between the audience’s competence in English and the degree to which 
they did not find this humour offensive, mainly because of the different size of the age 
groups that form this sample. Moreover, it appears that certain components of two 
specific clips – respectively the linguistic and the thematic ones of Dress to Kill and 
Circle – were completely inoffensive to fewer Italians, which may suggest that these 
sketches are perhaps simply more offensive than Stripped to an Italian audience like 
that characterising the sample of participants to this study. 
By analysing the questionnaire data collected in this study, we can also attempt 
to have a better understanding of whether a lower frequency of access to audiovisual 
products in English may result in higher chances of feeling offended by examples of 
humour found in such products. In particular, 61.1% of the participants who never 
watch videos in English did not rate the clips as offensive, and so did 66.8% of the 
respondents who have this habit one or two days a week. As for the Italians who watch 
audiovisual material in English 3-4 days and 5-7 days a week, 71.3% and 87.7% of 
them respectively thought that this type of humour is not offensive at all. On the whole, 
the figures may prompt the idea that to watch audiovisual material in English more 
often (or even every day) increases the chances of not finding this type of product 
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offensive. On the other hand, within the entire sample of 103 respondents, this group is 
much smaller than the other two, which makes it difficult to draw any conclusions on 
this basis. Moreover, if a higher number of days per week spent watching videos in 
English corresponded to not finding this type of humour offensive, the group of Italians 
who do so at least 2-3 times a week could have been larger and the group of Italians 
who never do this would have been smaller.  
It is also worth summarising the 103 respondents’ perception of certain factors 
involved in their viewing experience. We can start with three aspects that may have 
represented an obstacle while following the subtitles. What emerged is that the most 
significant impediment is linked to not being accustomed to watching audiovisual 
products with subtitles. This can be certainly attributed to the fact that Italy is 
traditionally a dubbing country. Moreover, this result could justify the number of Italians 
who found it quite or very arduous to follow the subtitles owing to their speed and 
length, as perhaps this issue is connected to not watching subtitled audiovisual 
material frequently. As for some of the aspects that may have hindered, helped or had 
no effect on the comprehension of the sketches, it appears that the comedian’s body 
language was rated as useful if not essential for a better understanding of Eddie 
Izzard’s comedy. This may explain why even Italians with only a basic knowledge of 
English were able to enjoy his humour. Indeed, considering these results, it is likely that 
they integrated the linguistic information of the subtitles with the visual ones of the non-
verbal humour. Moreover, their experience may have been enhanced further by 
another important factor, which is the comedian’s voice/tone, as all his prosodic traits 
may have conveyed subtle nuances of humorous elements such as irony and sarcasm, 
thus almost signalling a joke or a punch line or a comedic remark to the audience. 
Finally, the audience’s laughter was the most irrelevant factor in the respondents’ 
comprehension of the clips.  
9.2 Findings: Eye-Tracking Data and Questionnaire Data 
This section is linked to RQ3 of this study (see Section 1.4), as it intends to ultimately 
discover whether eye-tracking-based research can enhance the study of how 
audiences perceive foreign audiovisual products – and, precisely, stand-up comedy 
shows – translated with interlingual subtitles and, if so, in which way it optimises the 
validity of the collected data. 
The first finding is related to the number of participants who could be 
considered for the eye-tracking data analysis, as not all the Italians composing the 
sample could be taken into account. As already emphasised in Chapter 8, this was due 
to either some malfunctioning of the eye-tracking technology used or the participants’ 
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loss of the ideal sitting posture. Moreover, not all of the cases that passed the first 
selection could be included in the data analysis, as they underwent some further 
filtering and “cleaning” process which revealed a loss of data equalling 20% or more of 
the total duration of a clip for some of them.  
This leads to the second important finding which concerns the fact that there 
was an attention drop or a loss of the original ideal position moving from the first clip to 
the last; this resulted in a lower number of valid cases for the second video and the 
third one. This may be due both to the total length of the video and perhaps to the fact 
that, as per the instructions provided by the Gazepoint team, the experiment had to be 
carried out in a dark environment, which could have affected the viewers’ alertness. 
Therefore, a shorter video and/or the use of an eye tracker that can be used in a 
normally-lighted environment could have returned a higher number of valid eye-
tracking data – and, thus, of cases – to be considered in the data analysis.  
The third finding that is worth highlighting is that, out of all the valid cases 
available for the three clips, the majority of the participants (overall, at least 50% or 
more of the valid sample) focused predominantly on the subtitles, followed by those 
who mostly fixated the images and those whose gaze was on both subtitles and 
images to a similar degree. Nonetheless, this trend does not fully apply to Stripped, as 
here the participants who mainly looked at the images are fewer than those who 
focused on both elements to a similar degree. This could prompt the idea that, in the 
context of watching some British stand-up comedy with Italian subtitles, most Italians 
need or tend to read subtitles to a fair or to a large degree. It is interesting to stress 
that, as pointed out in Section 8.5, viewers’ strategy or natural behaviour can change. 
For instance, among those who focused more on the subtitles, the percentage of 
fixations on the subtitles decreases from the first to the third clip, which on the one 
hand may be linked to the fact that Circle and Stripped include some longer parts of 
non-verbal humour without any subtitles. On the other hand, it is possible that these 
Italians became increasingly used to the viewing experience that they were having and, 
consequently, were able to focus slightly more on the images during the second and 
then the third clip. As regards the participants whose gaze was mainly on the images, 
the percentage of fixations on the subtitles presents a peak with Circle, which could 
suggest that respondents needed slightly more the support of the written information to 
compensate for the linguistic information that they could not grasp from the audio. As 
for the cluster of Italians whose focus on subtitles and images was similar, the 
percentages of fixations on the subtitles and of those on the images are balanced, as 
they varied very little from the first to the third clip. 
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As far as the MFD on the subtitles and the MFD on the images are concerned, 
the data indicate that the former is always lower than the latter, even for the cluster 
‘Greater focus on the subtitles’. This corroborates what Kruger et al. (2015: online) 
state when they write that ‘fixations on the image tend to be longer […] than those on 
subtitles […], and more exploratory in nature’. In the case of the cluster ‘Similar focus 
on subtitles and images’, this result could be interpreted as the fact that the participants 
belonging to this group did not experience a great cognitive effort while reading the 
subtitles, as the average time that they spent fixating them is rather low, which 
subsequently allowed them to keep their eyes on the images for longer when their gaze 
was on them. As for the cluster ‘Greater focus on the images’, the MFD figures simply 
confirm that these respondents could concentrate on the audio/visual element more 
than on the written information, as the latter did not require much of their attention for 
the comprehension of the sketches.  
In order to better summarise the factors that may have determined these 
different viewing behaviours and, thus, the results of Chapter 8, reference will be made 
to the participants’ main demographic data – tables including all the relevant figures 
can be found in Appendix 3.3. Starting with gender, the data do not imply any clear 
correlation between this factor and the viewers’ attention distribution; therefore, it can 
be excluded from this discussion. A factor that seems to show a specific trend across 
the three clusters of different attention distribution is age. The predominant age groups 
are always 18-29 and 30-39. This finding could be interpreted in two different ways: 1) 
they represent the majority because these two are the largest groups in the entire 
sample; 2) they performed better in terms of alertness and posture, thus resulting in a 
greater number of cases of valid eye-tracking data. A sample comprising different age 
groups of similar sizes could help test whether the second interpretation is true.  
As regards the level of education of the participants, the results suggest that a 
higher level of education (a bachelor or master degree, or a PhD) may determine the 
ability to devote more attention to the images and rely less on the subtitles. This could 
be argued also for a behaviour where the focus is fairly balanced between the linguistic 
information (subtitles) and the visual one (images), although the difference in the 
figures is rather small for Dress to Kill and Circle, perhaps owing to these two clusters 
themselves being small too. Nevertheless, this factor does not play a significant role in 
determining a greater focus on the subtitles.  
Moving to the viewers’ linguistic competence in English, the data seem to 
indicate that viewers who do not have any command of this language or have a basic 
A1-A2 level tend to rely more on the subtitles for the comprehension of the audiovisual 
product and, in this case, the humour. It also appears that a higher level of English may 
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determine the ability to devote more attention to the images and depend less on the 
subtitles. For those viewers with an intermediate level, their knowledge of English may 
be enough to read the subtitles to an extent that also allows a certain degree of 
attention on the visual elements. It needs to be emphasised that the presence of B1-B2 
level participants among those whose focus was mainly on the subtitles could be 
related to two reasons: 1) they simply read the subtitles more than they needed, almost 
automatically, which is a behaviour that other eye-tracking studies have revealed 
(d’Ydewalle and Gielen 1992: 416-417; d’Ydewalle and Pavakanum 1992: 193-194); 2) 
as regards the B1 level, in particular, a language test may have been useful to verify 
whether those viewers’ English competence tends more towards the A2 level, as they 
could have slightly overestimated their linguistic skills. On the other hand, the 
behaviour of viewers with an intermediate knowledge of English emerged as unclear 
also in a study for which the researchers did carry out a preliminary language test 
(Lavaur and Bairstow 2011). As for the presence of a few participants of A1-A2 level 
among those who mainly focused on the images, some of the relevant answers given 
in the questionnaire revealed that they had found it quite or very arduous to follow the 
subtitles due to their length/speed or the fact of not being used to them, which may 
have caused them a higher cognitive effort and led them to (un-)intentionally look at the 
images more. A few Italians with an A1-A2 level were also found among the viewers 
whose gaze was on the subtitles and on the images to a similar degree. In this case, it 
could be argued that they purely tended to combine the linguistic information with the 
non-verbal humour, perhaps to compensate for some comedic aspects that, according 
to their perception, the subtitles did not entirely convey. 
As regards the existence of any potential relationship between the habit of 
watching audiovisual material in English with subtitles and a certain pattern of attention 
distribution, it could be argued that the Italians who never or rarely (1-2 days a week) 
have this habit show a greater focus on the subtitles, as they need to rely on them for 
the comprehension of the sketches more than others who often or always watch videos 
in English. However, the correlation is less clear for the viewing behaviour where the 
focus is more on the images; indeed, for the three clips it was found that not all 
participants in this cluster watch audiovisual products in English often. This may imply 
that a higher degree of attention on the images is not necessarily determined by a 
higher frequency in watching audiovisual material in English. Finally, the figures 
characterising the Italians who paid attention to the subtitles and to the images to a 
similar degree could be interpreted by saying that if this behaviour is found in viewers 
who never or rarely watch videos in English, this may be linked to a higher need to 
resort to a compensation strategy (whether consciously or subconsciously); whereas, if 
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this behaviour is found in viewers who do have this habit frequently or every day, this 
may be indicative of their ability to balance their attention between linguistic and visual 
information.  
A crucial aspect on which respondents’ perception was tested and around 
which RQ3 pivots concerns whether they were aware of the extent to which they had 
focused on the subtitles and on the images. Their answers were checked against their 
precise number of fixations on the subtitles and on the images (as well as their total 
duration on the two elements). The results suggest that viewers who focus mainly on 
the subtitles tend to be more accurate at estimating the degree of attention devoted to 
this component, whereas they overestimate their need or ability to focus on the images. 
As for viewers who focus mostly on the images, it would appear that they do the 
opposite to the previous group as, in this study, they believed that they had looked at 
the subtitles more and at the images less than what they in fact did, according to the 
eye tracker measurements. Lastly, viewers whose gaze is balanced between subtitles 
and images seem to overestimate the attention paid to the former, although there are 
cases in which they can be correct, if we look at the total number of fixations on the 
subtitles and not at their total duration. They were more accurate at assessing the 
degree of attention that they devoted to the images. However, among them, there are 
some viewers who underestimated their need or their ability to look at the images to a 
similar degree with respect to the subtitles, or whose perception of their attention on 
the images is correct only if we consider the time that they spent fixating them instead 
of the number of times that they looked at them.  
Overall, it is important to bear in mind that, as evidenced by the tables in 
Chapter 8, there can be discrepancies in the eye-tracking data based on whether we 
take into account the total number of fixations on an element or the total duration of the 
fixations on that element, that is to say either the number of times a viewer fixates 
something on the screen or the time spent fixating that thing. For instance, for some of 
the Italians presenting a greater number of fixations on the subtitles than on the 
images, it could be argued that, although they needed (or happened) to look at the 
subtitles more times than at the images, perhaps it was not too demanding for them to 
follow the subtitles in terms of cognitive effort (i.e. they did not have to spend much 
time reading them). This would be explained by the fact that they were able to spend a 
similar amount of time watching the images, even though they looked at them fewer 
times. Another example is represented by some of the Italians whose number of 
fixations on the subtitles and on the images was similar. In this case, it is likely that 
they did not need to spend much time reading the subtitles in order to understand and 
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appreciate the clips, which allowed them to quickly move to the images as soon as they 
could to then spend more time watching them. 
A few more observations are necessary, whilst additional tables summarizing 
the findings and results are included in Appendix 3.3. The first results to be discussed 
will be those obtained by combining the eye-tracking data and the opinion expressed 
by the participants in the questionnaire regarding their degree of appreciation of the 
sketches. The figures suggest that the way in which viewers distribute their attention 
over the different elements on the screen, i.e. between the subtitles and the images, 
does not determine a different level of enjoyment of the audiovisual material. Indeed, 
most of the participants belonging to all of the three clusters – i.e. greater focus on 
subtitles, greater focus on images, and similar focus on both – perceived the three clips 
as quite or very funny on a linguistic, thematic and visual level. It is important to point 
out that this is also valid for those whose attention was mainly on the subtitles, as this 
may imply that their chance of enjoying the experience was not undermined by the fact 
that their gaze was predominantly on the subtitles. However, in this cluster, the viewers 
who found the sketches funny thanks to their visual component are fewer than those 
who did so in relation to the linguistic and the thematic aspects of the clips, which may 
be linked to the fact their gaze could not catch all of the comedian’s body language and 
its nuances, i.e. the non-verbal humour. 
As regards the participants’ perception of the factors that may have caused 
them some difficulties in reading the subtitles, it emerges that the most problematic 
factors were the speed/length of the subtitles and the fact of not being accustomed to 
them. To be precise, they represented an obstacle to a certain or to a large degree for 
one third or less of the participants across the three clusters of viewers whose attention 
was mainly on the subtitles. On the whole, one or both of these factors made the 
reading process fairly or very demanding also for a few participants across the clusters 
‘Greater focus on the images’ and ‘Similar focus on subtitles/images’.  
As for the respondents’ opinion on certain audiovisual aspects that may have 
helped their comprehension of the sketches, been a source of disturbance/distraction 
or had a neutral effect, Eddie Izzard’s body language was rated as the most useful 
factor for the understanding and appreciation of the clips, followed by the English audio 
(the comic’s voice/tone), and then the audience’s laughter. In particular, the third of 
these features resulted in being mainly irrelevant to the viewers’ experience. Regarding 
the comedian’s body language, the fact that it was the least disturbing/distracting or 
irrelevant factor may indicate that it conveyed some extra humour, i.e. the non-verbal 
one, which overall helped the participants of all the groups better understand the 
sketches. Even to those whose attention was mostly on the subtitles it did not 
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represent a challenging element to take into account during their viewing experience – 
indeed, like the subtitles, the comedian’s body language is a visual element which did 
not need those Italians to concentrate on two different levels – i.e. the visual and the 
audio ones – as the English audio may have done. As far as this last factor is 
concerned, it is worth pointing out that, according to the results obtained, the English 
audio can be disturbing or distracting for some viewers who rely on the subtitles more 
than on the images, as it may disrupt their reading process, especially if their 
comprehension depends on the subtitles as they do not master the source language. 
Nonetheless, for some others who are used to watching audiovisual products in 
English often or have lived in an English-speaking country at some point, the audio 
may have been a disturbance as they wanted to follow both the subtitles and the audio 
track. As for the audience’s laughter, although it was the least helpful and the most 
irrelevant of the three factors – and it was also disturbing/distracting to some – it did 
help some of the participants better understand the videos, and it could be argued that 
the reason for this is the fact that it worked for them as evidence that they had grasped 
a certain joke and understood the humorous intent of the comedian. 
9.3 Concluding remarks 
Based on the study carried out on this sample of 103 Italians living in Italy, the 
reception of the three clips taken from three of British stand-up comic Eddie Izzard’s 
shows emerged as successfully funny sketches of high enjoyability for Italian-native 
speakers. The pilot study had already suggested this potential result and the large data 
set validated it. Indeed, the majority of the participants found this type of humour quite 
or very entertaining and they did not perceive it as offensive, nor found the access to 
the humour complicated by the use of subtitles, a less common translation mode for 
Italian audiences, which was considered in the past a hindrance to viewers’ enjoyment 
of audiovisual materials. It is interesting to note that, although this type of humour was 
certainly felt as different from the Italian one that the respondents are familiar with, this 
did not cause them not to enjoy this type of comedy and, precisely, stand-up comedy, 
which in Italy has only recently started to be performed. Therefore, this research project 
proves that Italians can be open to and appreciative of new and, in this case, British 
forms of comedy, culturally-loaded subjects and ways of addressing them that are not 
typical of Italian humour. This allows us to confidently answer RQ1 by stating that, 
according to this study, interlingual subtitles represent an effective audiovisual 
translation mode which made it possible for most of the respondents to appreciate the 
humour of the three sketches that they were shown. Overall, as a contribution to the 
field of translation of humour, this finding refutes the idea that ‘verbal humour travels 
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badly’ (Chiaro 2010a: 1). Indeed, based on the present study, it can be argued that it is 
worth importing this type of audiovisual product – i.e. British stand-up comedy – and 
this type of humour to Italy with Italian subtitles, even though Italy is a dubbing country.  
As regards the factors that may have determined a positive reaction to the clips, 
it needs to be underlined that none of those observed seem to have played a decisive 
role. It could be argued that a higher level of education can correspond with greater 
chances of understanding and enjoying Eddie Izzard’s comedy, which would be in line 
with what Friedman (2011: 13) discovered with his study conducted in the UK. 
However, as already highlighted, there is a prevalence of people with a degree or a 
PhD within the sample of participants and, when the figures were checked against the 
most recent Italian statistics found for the population’s level of education, the sample of 
this study appeared as more highly-educated than the average. In other cases, certain 
groups of participants – e.g. those in their fifties or in their sixties, those who have an 
advanced command of English, or those who watch audiovisual material in English with 
subtitles 5-7 days a week – are smaller than the other groups, owing to which the 
results involving them cannot be considered as reliable findings. Nonetheless, the 
questionnaire data reveal some significant facts that refute hypotheses that might have 
been formulated as logical before carrying out the study. To mention the most 
emblematic instances, among the Italians who found Eddie Izzard’s sketches amusing, 
there are many who have a basic level of English, never or rarely watch subtitled 
audiovisual products in English, and are Catholic. Such results could prompt the idea 
that an advanced knowledge of English, the habit of watching subtitled videos in this 
language often, and religious views close to those of the performer (who here is an 
atheist) are not necessary conditions for Italians to enjoy British stand-up comedy 
humour like that of Eddie Izzard. In particular, it is essential to stress that the 
hypothesis of a potential correlation existing between the level of fluency in the source 
language and the appreciation of the source-language humour with target-language 
subtitles, which is expressed by means of RQ2, is not demonstrated by this study. 
The sketches selected for the experiment were chosen mainly for the sensitive, 
deep and challenging topics addressed by Eddie Izzard and for the sarcastic, 
blasphemous and surrealistic tone, as well as the witty language, that he uses to deal 
with them. From a comparative analysis of the English and the Italian versions of the 
most comic and taboo moments characterising the sketches (see Section 3.4), it 
emerged that some of them are rendered with a source-oriented strategy and some 
others with a target-oriented one. As has already been said, these shows may have 
been translated and subtitled by different linguists, and only three short videos were 
used for the study; however, whether it be a coincidence or not, the combination of 
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translation approaches that are more domesticating at times and more foreignising at 
other times may have contributed to the positive reception of the clips.  
Moving to a different category of findings, the integration of questionnaire and 
eye-tracking data proved to be useful for answering RQ3, regarding which it can be 
affirmed that a significant part of the viewers involved in this study were not able to 
assess their attention distribution accurately. Indeed, they tended to underestimate or 
overestimate the degree to which they needed, were able or simply happen to look at 
the subtitles and/or at the images. Furthermore, it emerged quite strongly, hence it has 
to be emphasised, that the eye-tracking data confirm that a high degree of attention on 
the subtitles does not imply a smaller degree of appreciation of the audiovisual product 
and, in this case, of humour. Indeed, for all of the three clips, the largest group is 
composed of respondents whose focus was mostly on the subtitles, and the majority of 
them found this type of comedy funny and not offensive, although slightly different from 
Italian humour. It is meaningful that this cluster of participants whose gaze was 
predominantly on the subtitles includes many Italians who have a basic command of 
English and do not often watch subtitled audiovisual material in English. Without relying 
on the eye-tracking technology and, thus, on a triangulated methodology, it would have 
not been possible to answer a research question similar to RQ3 or to discover how 
Italians watch a comedy sketch in English with interlingual subtitles, based on the 
position, number and duration of their fixations, and to correlate these aspects with 
their demographic features and their reaction to the stimuli. Therefore, it can be 
affirmed that this study validates the importance of integrating traditional and more 
subjective methods of data collection with innovative and more objective ones, which 
positively answers RQ4 and supports the views of scholars such as Frey et al. (1991), 
Shreve and Angelone (2010), and Saldanha and O’Brien (2013). 
It is fair to underscore a few difficulties and limitations that would need to be 
addressed in future research. We can start with the fact that 35.9%, 42.7% and 50.5% 
of the respondents’ eye-tracking data had to be discarded for Dress to Kill, Circle and 
Stripped respectively, owing to the malfunctioning of the eye-tracking system and to the 
fact that some of the participants lost the ideal sitting position at some point during the 
experiment. Another reason is related to my decision of considering only those cases in 
which the total duration of all the valid fixations represented at least 80% of the total 
length of each video, out of all the cases that had passed the first “cleaning” stage and 
initially were 74.8%, 65% and 62.1% of the entire sample for Dress to Kill, Circle and 
Stripped respectively (see Section 8.1). Nonetheless, it can be argued that the 
numbers are still higher than those of most instances of eye-tracking applications to 
translation studies – at least based on the sources included in the bibliography of the 
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present work. Moreover, it is worth pointing out that, to the best of my knowledge, there 
are no studies which: 1) observe subtitled stand-up comedy humour from the 
audience’s perspective, 2) do this by using a methodology that combines a survey 
questionnaire and the eye-tracking technology, and 3) involve a sample of 100 or more 
participants with varied demographic data (and not only, for example, university 
students). Several works have been mentioned in relation to the fields of translation/ 
subtitling of humour or eye tracking in Chapter 2, however they are not relevant to the 
findings of this research project. In fact, they present different conditions from those of 
my experiment (e.g. different format of comedy, type of humour or material altogether) 
or a methodology relying only upon qualitative data or traditional methods of data 
collection (e.g. questionnaire, focus group, etc.), and they present lower numbers of 
participants. As regards this last aspect, this study corroborates the importance of 
having a large number of respondents promoted by O’Brien (2009). Indeed, this allows 
us to ensure that, in the eventuality of any data loss or bad-quality data acquisition, 
which is a risk that can affect eye-tracking experiments, we still have a significant 
number of valid cases (ibid.: 257). Furthermore, to have a large sample of participants 
means that ‘we can both expose and explore the diverse behaviour and competences 
and look for commonalities among the members of specific groups’ (ibid.: 256), from 
which, I would argue, not only eye-tracking studies can benefit but also those using, for 
example, only a questionnaire. 
As regards the comparison of the self-assessed and the eye-tracked attention 
distribution, in order to compare the two sets of data on this matter, the verbal-ranking 
scale of answers available to the participants for the question ‘To what extent did you 
focus on the subtitles/images?’ (‘Not at all’, ‘To a small degree’, ‘To a certain degree’ 
and ‘To a large degree’) needed to be somehow quantified. This became apparent 
when it was decided to divide the participants into three clusters based on their 
percentage of fixations on the subtitles or on the images, or on both. In a follow-up 
study on this subject, one methodological solution could be to ask participants to 
assess their attention distribution by selecting an answer from a numerical-ranking 
scale that allows them to express how much they focused on subtitles and images in 
percentage, e.g. 0% - 45%, 45% - 55%, and 55% - 100%. However, this could result in 
a rather demanding question, which may require a less immediate and spontaneous 
answer than that given by choosing one of the options with which they have already 
familiarised in the previous questions. Another aspect to be stressed is that, in order to 
observe viewers’ self-assessment of their attention distribution, a threshold line was 
applied where the subtitle area ends and the image area begins (or vice versa). To be 
precise, its position was found on the y axis by using the eye tracker and placing the 
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cursor on that point (a threshold line dividing the two areas is also used in Perego et al. 
2010, as Kruger et al. 2015: [online] also underline). Although it could be argued that 
subtitles do not occupy that entire strip of screen, a stand-up comedy routine does not 
present as many elements as other audiovisual products may do (e.g. films, TV series, 
documentaries) and that could be, for instance, in the bottom-left corner of the screen 
and be very important for the narrative of the product. Overall, a stand-up comedy 
performance is characterised by one person talking and moving on a stage. 
As anticipated in Section 1.3 and shown throughout the dissertation up to this 
point, the specific twofold methodology adopted in this study made it possible to 
answer all the research questions on which this project was built. On the other hand, it 
needs to be underscored that such triangulated methodology – with the significantly 
high level of detail of the data collected using the questionnaire and the considerable 
quantity of data acquired by means of the eye-tracking equipment, together with the 
large size of the sample of participants – resulted in a richness of qualitative and 
quantitative data that, to some degree, was unexpected. In particular, several other 
ways of considering and analysing the different variables and parameters available 
emerged, thus suggesting the potential that this project has for answering other 
research questions that had not been conceived until the data processing stage. These 
could not be taken into account in this project due to time and word-count constraints. 
Just to mention a few examples, further developments of this study could concentrate 
on the role played by the respondents’ use of Italian/English/no subtitles when 
watching audiovisual material in English, in relation to their perception and degree of 
appreciation of the sketches, as well as to their reading/viewing approach to the videos. 
Furthermore, future versions of this study could scrutinise in detail how the viewers’ 
eye behaviour changes for each cluster going from one clip to the other so as to 
understand whether and how it is influenced by the specific type of linguistic, thematic 
and visual humour of each video. Another option would be that of observing the cases 
that had to be discarded so as to look for any recurring patterns among the 
performances of the participants for whom low-quantity or bad-quality eye-tracking data 
were collected. Some significant findings may also be obtained by identifying where 
exactly on the subtitles the longest fixations are for each clip, which may reveal the 
features of the subtitles that require a higher cognitive effort in order to be read and 
processed – this approach could also be applied to the instances discussed in the 
comparative analysis of English audio and Italian subtitles of Section 3.4. 
On the whole, this study highlights that a future validation of this methodological 
approach could benefit from the adoption of a more powerful eye-tracking device, 
though always a mobile one. This hypothesis is advanced based on the following four 
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reasons. 1) An eye tracker allowing the experiment to be carried out in the light – as 
opposed to a dark room, which was one of the requirements of the GP3 Desktop Eye 
Tracker – may have resulted in fewer participants losing their concentration and 
relaxing on the chair, thus losing their ideal sitting position. 2) The condition posed in 
the previous point would have also benefited the validity of the data, as, although the 
experiment was designed so as to make it happen in the most normal conditions, 
watching a video on a bright laptop screen in the dark while having to keep a certain, 
correct posture, is arguably not one of these. 3) Using an eye tracker that works in the 
light may have also reduced the cases in which, in the dark, any other reflection 
caused by the screen light hitting participants’ hair, ears, glasses, shiny areas of their 
face, was mistaken by the GP3 Desktop Eye Tracker for the reflection of such light 
hitting the respondents’ pupils. 4) An eye tracker ensuring a higher level of accuracy 
may have reduced the cases that had to be discarded due to fixations being outside 
the screen range even when the participants were clearly looking at the screen. 
Although a certain degree of data loss might have happened with other devices too, it 
can be argued that an experiment conducted with the aforesaid conditions would have 
resulted in a smaller loss of data. As a consequence, the percentage of valid cases out 
of 103 to combine with the questionnaire data could have been much higher, which 
would have also provided more statistically-significant findings. Furthermore, an eye-
tracking system that automatically produces an overview of participants’ number of 
fixations, fixation duration, number of blinks, etc. would have maximised the time that 
could have been devoted to other aspects of the research project, e.g. the 
interpretation of the results. This type of eye-tracking software would also imply a lower 
risk of potential mistakes that could occur while working on the spreadsheets to 
process and “clean” the data. 
Overall, the GP3 Desktop Eye Tracker made my research project possible as it 
was the only option on the market that could allow me to carry out my study in Italy, 
easily moving from one location to another, and that could be purchased at an 
affordable price and still offer a 60-Hz sampling rate that was powerful enough for my 
experiment. Nonetheless, it needs to be taken into account that a similar project could 
benefit from the use of a more functional – and, often, more expensive – eye-tracking 
technology for the reasons explained in the previous paragraphs.  
In conclusion, as Kruger et al. (2015: online) state,  
[t]he use of physiological measures like eye tracking and EEG […] in combination with 
subjective measures like post-report questionnaires is, however, continually bringing us 
closer to understanding the impact of audiovisual translation like subtitling on the 
experience and processing of audiovisual texts.  
 
 
265 
This can be said, indeed, about the present research project, as it demonstrates the 
functionality and effectiveness of a twofold methodology combining qualitative and 
quantitative data in helping achieve reliable findings on the reception of subtitled 
humour. Indeed, certain findings and the level of detail of the results on which they are 
based could only be obtained because, and only because, the answers elicited by the 
questionnaire data could be contrasted to, compared with, and complemented by the 
eye-tracking data. 
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Appendix 1: Questionnaire37 
Appendix 1.1 – First Draft 
QUESTIONNAIRE 
1. Gender: 
M F  
2. Age: 
 
3. Place of residence: 
 
4. Religious belief or stance: 
Agnostic Atheist Catholic Other (...) 
5. Level of education: 
 
6. Level of knowledge of English: 
Nought Basic (A1) Higher basic (A2) Intermediate (B1) 
Higher intermediate (B2) Advanced (C1) Close to mother-tongue (C2) 
7. Have you ever lived in a country where English is the mother tongue?  
If the answer is No, please go to question no. 10. 
Yes No  
8. In what country where English is the mother tongue did you live? 
Australia Canada Ireland New Zealand 
South Africa United Kingdom United States Other (...) 
9. And for how long? 
1-3 months 4-6 months 7-12 months 
1-3 years 4 years or more Other (...) 
10. What is your current mood? (0 = terrible; 10 = great) 
0 1 2 3 4 5 6 7 8 9 10 
11. In general, how would you rate your sense of humour? (0 = terrible; 10 = great) 
0 1 2 3 4 5 6 7 8 9 10 
12. During a typical week, how often do you watch audiovisual material in English? 
(Films, TV series, TV programs, videos, etc.)  
(0 = never; 1 = one day a week; ... 7 = every day) 
0 1 2 3 4 5 6 7 
13. If you answered with a number from 1 to 7, how would you describe your 
situation?  
If your answer was 0 (= never), please go to question no. 14. 
a. I use Italian subtitles  
                                                
37 The Italian version of the questionnaire is available in the CD-ROM attached to the 
dissertation, together with the Italian version of the informed consent forms (including the 
information sheet), and the videos of the selected sketches. All the anonymised raw data (i.e. 
both the questionnaire data and the eye-tracking data) are available on request, due to the size 
of the sample of participants and, thus, to the quantity and the size of the files.  
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Never Rarely Sometimes Often Always 
b. I use English subtitles 
Never Rarely Sometimes Often Always 
14. Is it the first time that you hear of Eddie Izzard? 
Yes No  
 
15. Regarding the first clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
16. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
17. Overall, did you have any difficulties in reading the subtitles due to one or more of 
the following factors? 
 Not at all To a small 
degree 
To a certain 
degree 
To a large 
degree 
Speed/length of subtitles     
Poor linguistic clarity of 
subtitles 
    
Not being much used to 
subtitles 
    
18. To what extent did the following factors represent a source of distraction/ 
disturbance or a help in understanding? 
 138 2 3 4 5 Other 
                                                
38 Due to a matter of space, the 6 options available to the participants to the pilot study are 
written in full here: 1 = Significant source of distraction/disturbance; 2 = Light source of 
distraction/disturbance; 3 = Irrelevant factor; 4 = Valuable help in understanding; 5 = Essential 
to understanding; Other = please specify in the following question. 
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The English audio (tone, 
rhythm and voice of the 
comedian) 
      
The body language of the 
comedian 
      
The audience’s laughter       
19. Please write below any observations or comments that you may have, if any, 
regarding the first clip. 
 
 
20. Regarding the second clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
21. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
22. Overall, did you have any difficulties in reading the subtitles due to one or more of 
the following factors? 
 
Not at all 
To a small 
degree 
To a certain 
degree 
To a large 
degree 
Speed/length of subtitles     
Poor linguistic clarity of 
subtitles 
    
Not being much used to 
subtitles 
    
23. To what extent did the following factors represent a source of distraction/ 
disturbance or a help in understanding? 
 1 2 3 4 5 Other 
The English audio (tone,       
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rhythm and voice of the 
comedian) 
The body language of the 
comedian 
      
The audience’s laughter       
24. Please write below any observations or comments that you may have, if any, 
regarding the second clip. 
 
 
25. Regarding the third clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
26. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
27. Overall, did you have any difficulties in reading the subtitles due to one or more of 
the following factors? 
 Not at all To a small 
degree 
To a certain 
degree 
To a large 
degree 
Speed/length of subtitles     
Poor linguistic clarity of 
subtitles 
    
Not being much used to 
subtitles 
    
28. To what extent did the following factors represent a source of distraction/ 
disturbance or a help in understanding? 
 1 2 3 4 5 Other 
The English audio (tone, 
rhythm and voice of the 
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comedian) 
The body language of the 
comedian 
      
The audience’s laughter       
29. Please write below any observations or comments that you may have, if any, 
regarding the third clip. 
 
 
Appendix 1.2 – Final Version 
QUESTIONNAIRE 
1. Gender: 
M F  
2. Age: 
 
3. Place of residence: 
 
4. Religious stance: 
Agnostic Atheist Catholic Other (...) 
5. Level of education: 
 
6. Level of knowledge of English: 
Nought Basic (A1) Higher basic (A2) Intermediate (B1) 
Higher intermediate (B2) Advanced (C1) Close to mother-tongue (C2) 
7. Have you ever lived in a country where English is the mother tongue?  
If the answer is No, please go to question no. 10. 
Yes No  
8. In what country where English is the mother tongue did you live? 
Australia Canada Ireland New Zealand 
South Africa United Kingdom United States Other (...) 
9. And for how long (in total)? 
1-3 months 4-6 months 7-12 months 
1-3 years 4 years or more Other (...) 
10. What is your current mood? (0 = terrible; 10 = great) 
0 1 2 3 4 5 6 7 8 9 10 
11. In general, how would you rate your sense of humour? (0 = terrible; 10 = great) 
0 1 2 3 4 5 6 7 8 9 10 
12. During the week, how often do you normally watch audiovisual material in 
English? (Films, TV series, TV programs, videos, etc.)  
(0 = never; 1 = one day a week; ... 7 = every day) 
0 1 2 3 4 5 6 7 
13. If you answered with a number from 1 to 7, which of the following options 
describes your situation best?  
If your answer was 0 (= never), please go to question no. 14. 
a. I use Italian subtitles  
Never Rarely Sometimes Often Always 
b. I use English subtitles 
Never Rarely Sometimes Often Always 
14. Is it the first time that you hear of Eddie Izzard? 
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Yes No  
 
15. Regarding the first clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
16. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
17. Please write below any observations or comments that you may have, if any, 
regarding the first clip. 
 
 
18. Regarding the second clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
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Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
19. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
20. Please write below any observations or comments that you may have, if any, 
regarding the second clip. 
 
 
21. Regarding the third clip, what was your reaction? 
a. I found it funny 
a.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
a.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
a.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
b. I found it offensive  
b.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
b.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
b.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
c. I found it different from Italian comedy  
c.1 On a linguistic level 
Not at all To a small degree To a certain degree To a large degree 
c.2 On a thematic level 
Not at all To a small degree To a certain degree To a large degree 
c.3 On a visual level 
Not at all To a small degree To a certain degree To a large degree 
22. To what extent did you pay attention to subtitles and images? 
a. Subtitles 
Not at all To a small degree To a certain degree To a large degree 
b. Images 
Not at all To a small degree To a certain degree To a large degree 
23. Please write below any observations or comments that you may have, if any, 
regarding the third clip. 
 
 
24. Overall, did you have any difficulties in reading the subtitles due to one or more of 
the following factors? 
 
Not at all 
To a small 
degree 
To a certain 
degree 
To a large 
degree 
Speed/length of subtitles     
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Poor linguistic clarity of 
subtitles 
    
Not being much used to 
subtitles 
    
25. To what extent did the following factors represent a source of distraction/ 
disturbance or a help in understanding? 
 139 2 3 4 5 
The English audio (tone, rhythm 
and voice of the comedian) 
     
The body language of the 
comedian 
     
The audience’s laughter      
                                                
39 Due to a matter of space, the 5 options available to the participants to the final study are 
written in full here: 1 = Significant source of distraction/disturbance; 2 = Light source of 
distraction/disturbance; 3 = Irrelevant factor; 4 = Valuable help in understanding; 5 = Essential 
to understanding. 
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Appendix 2: Ethical Approval 
Appendix 2.1 – Informed Consent Form (Durham University)40 
 
INFORMED CONSENT FORM 
 
Full title of Project: Reception of British humour in Italy by means of Italian subtitles: A 
qualitative and quantitative study on the humour of English comedian Eddie Izzard. 
Name: Teresa Filizzola 
Position: PhD Student in Translation Studies (University of Durham, UK) 
Email of Researcher: teresa.filizzola@gmail.com 
Summary and aim of the Project: This research project consists of a study on reception of 
British humour in Italy. For this purpose, the participant will be shown a video composed of 
three clips taken from three of the shows of English comedian Eddie Izzard. The experiment 
is composed of three stages: 1) Filling in the first part of the questionnaire (general 
information); 2) Screening of the video (about 17 minutes); 3) Filling in the second part of the 
questionnaire (questions on the clips watched). Moreover, the movement of the participant’s 
eyes will be tracked. 
 
 Please Initial Box 
1. I confirm that I have read and understand the consent form for 
the above study and have had the opportunity to ask questions. 
 
2. I understand that my participation is voluntary and that I am free 
to withdraw at any time, without giving reason. 
 
3. I agree to take part in the above study.  
4. I agree to the movement of my eyes being tracked.  
5. I agree to the use of anonymised quotes taken from my answers 
to the open-ended questions included in the questionnaire.  
 
 
 
Name of Participant 
 
 
Date 
 
 
Signature 
                                                
40 This consent form was also used for the pilot study; the only difference was the video duration 
(19’ 42’’). 
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Name of Researcher 
 
Date 
 
Signature 
 
Appendix 2.2 – Information Sheet (University College of 
London) 
Information Sheet for ....................................... in Research Studies 
 
You will be given a copy of this information sheet. 
 
Title of Project: Reception of Subtitled British Humour in Italy: A Qualitative and Quantitative 
Study on Eddie Izzard’s Stand-up Comedy Shows 
 
This study has been approved by the UCL Research Ethics Committee (Project ID Number): 
7129/001 
Name Teresa Filizzola 
Work Address 
 
CenTraS – UCL 
50 Gordon Square, London WC1H 0PQ 
Contact Details teresa.filizzola.14@ucl.ac.uk 
Research Supervisor Dr Federico Federici 
CenTraS - UCL 
50 Gordon Square, London WC1H 0PQ 
+44 (0)20 7679 9323 
Details of Study:  
This study is part of my PhD research project and it aims to observe how Italians receive 
British humour – and, in particular, Eddie Izzard’s stand-up comedy shows – with Italian 
subtitles.  
If you have been recruited as a potential participant, it means that: - you are an Italian native 
speaker; - you are over 18 years of age; - you live in Italy. If one or more of these three 
criteria do not apply to you, please tell me now. In order to take part in the study, all the 
criteria must apply. 
For the collection of data, I will use two different methods: an eye tracker and an online 
questionnaire. The eye tracker will track the movement of your eyes while you will be 
watching a video on my laptop computer. This will happen without causing you any 
disturbance or discomfort; indeed, the eye tracker will be placed on the keyboard of my laptop 
computer and it only uses infrared light to track the eye movement. As for the online 
questionnaire, it is anonymous and, upon completion and submission, your response will go 
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directly into my personal Google Drive account. Please note that I am the only person who 
has access to my laptop computer and to my personal Google Drive account, as they are 
both protected and each of them require a different password that is only known to me. 
Before the study starts, I will give you a copy of this information sheet that I am reading to you 
and an informed consent form that I will ask you to read and then sign, if you are happy to 
take part in the study. If and once you sign the consent form, the study will start and I will ask 
you to fill in the first part of the questionnaire, which collects general information for data 
categorisation purposes (e.g. gender, age, education level, frequency of watching audiovisual 
products such as films, TV series, etc. in English). I will then play a video with three sketches 
by the English comedian Eddie Izzard, which will last 17 minutes – during the viewing, the 
eye tracker will be on the keyboard of my laptop computer and it will track the movement of 
your eyes. Once the video ends, I will ask you to fill in the second part of the questionnaire, 
where you can express your opinion on the three sketches and on the experience of watching 
the English video with Italian subtitles. The total duration of the study is approximately 25 
minutes. 
There are no risks to this study and no risks inherent to the use of eye tracking technology. 
However, any participants suffering from photosensitive epilepsy must not participate. 
Upon completion, all data will be anonymised by using a unique participant number that will 
only be known to myself. This data will be stored in accordance with the Data Protection Act 
1998. I shall be the only person who has access to this data. If the results of this experiment 
are published, no participant will be able to be identified from the data presented. 
You may request a summary report of the final results from the study. If you wish to receive 
this, please provide me with your email address. 
Please discuss the information above with others if you wish, or ask if there is anything that is 
not clear or if you would like more information.  
The participation is on a voluntary basis and it is up to you to decide whether to take part or 
not. Choosing not to take part will not disadvantage you in any way. If you do decide to take 
part, you are still free to withdraw at any time and without giving a reason.   
Thank you. 
 
All data will be collected and stored in accordance with the Data Protection Act 1998. 
Thank you for reading this information sheet and for considering take part in this 
research.  
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Appendix 2.3 – Informed Consent Form (University College of 
London) 
Information Consent Form for ....................................... in Research Studies 
 
Please complete this form after you have read the Information Sheet and/or listened to an 
explanation about the research.  
 
Title of Project: Reception of Subtitled British Humour in Italy: A Qualitative and Quantitative 
Study on Eddie Izzard’s Stand-up Comedy Shows 
 
This study has been approved by the UCL Research Ethics Committee (Project ID Number): 
7129/001 
 
Thank you for your interest in taking part in this research. Before you agree to take part, the 
person organising the research must explain the project to you. 
If you have any questions arising from the Information Sheet or explanation already given to 
you, please ask the researcher before you to decide whether to join in.  You will be given a 
copy of this Consent Form to keep and refer to at any time. 
 
Participant’s Statement:  
 
I ....................................... 
 
• understand that participation is on a voluntary basis. 
• understand that the movement of my eyes will be tracked while I watch the video. 
• understand that I must not take part in the study if I suffer from photosensitive 
epilepsy. 
• understand that the information that I provide in the questionnaire will be used for data 
categorisation and data collection purposes, and that all information will be 
anonymised and kept confidential so that it will not be possible to identify me from any 
publications.  
• understand that the data collected through my participation to the study will be part of 
a PhD thesis and may be published, and I will be sent a copy of the study results if I 
wish so.  
• agree that my non-personal research data may be used by others for future research. I 
am assured that the confidentiality of my personal data will be upheld through the 
removal of identifiers.  
• have read the notes written above and the Information Sheet, and understand what the 
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study involves. 
• understand that if I decide at any time that I no longer wish to take part in this project, I 
can notify the researcher involved and withdraw immediately without giving a reason.  
• consent to the processing of my personal information for the purposes of this research 
study. 
• understand that such information will be treated as strictly confidential and handled in 
accordance with the provisions of the Data Protection Act 1998. 
• agree that the research project named above has been explained to me to my 
satisfaction and I agree to take part in this study.  
 
Signed:        Date: 
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Appendix 3: Other Tables 
Appendix 3.1 – Questionnaire data 
 Dress to Kill Circle Stripped 
Funny    
Linguistically    
Not at all 7 9 9 
To a small degree 27 18 29 
To a certain/large degree 69 76 65 
Thematically    
Not at all 11 9 11 
To a small degree 17 18 24 
To a certain/large degree 75 76 68 
Visually    
Not at all 8 11 13 
To a small degree 23 28 37 
To a certain/large degree 72 64 53 
Offensive     
Linguistically    
Not at all 72 62 71 
To a small degree 24 23 23 
To a certain/large degree 7 18 9 
Thematically    
Not at all 58 52 69 
To a small degree 33 30 20 
To a certain/large degree 12 21 14 
Visually    
Not at all 87 74 86 
To a small degree 13 23 14 
To a certain/large degree 3 6 3 
Different from Italian humour     
Linguistically    
Not at all 3 6 8 
To a small degree 31 27 24 
To a certain/large degree 69 70 71 
Thematically    
Not at all 2 3 6 
To a small degree 29 20 23 
To a certain/large degree 72 80 74 
Visually    
Not at all 17 14 24 
To a small degree 37 39 42 
To a certain/large degree 49 50 37 
Table 51. Summary of the questionnaire data collected for the three clips – number of 
participants who found each clip funny, offensive and different from Italian humour, and 
the extent to which they did so, on a linguistic, thematic and visual level. 
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Fairly or very funny Dress to Kill Circle Stripped 
Factors L T V L T V L T V 
Sex Male 35 39 37 34 36 32 32 34 23 
Female 34 36 35 42 42 44 33 34 30 
Age 18 – 19  3 3 3 3 3 3 2 2 3 
20 – 29  24 29 27 30 34 31 26 28 21 
30 – 39  24 25 23 29 28 22 24 24 22 
40 – 49  12 12 13 9 8 5 10 11 5 
50 – 59  1 1 1 1 1 1 1 1 1 
60 – 69  5 5 5 4 4 2 2 2 1 
Religion Catholic 47 47 47 44 46 38 37 38 31 
Atheist 13 16 13 18 18 16 15 16 12 
Agnostic 6 7 8 8 9 8 8 9 8 
Other 3 5 4 5 5 2 5 5 2 
Education Secondary 27 32 32 30 32 25 27 29 21 
Higher 42 43 40 46 46 39 38 39 32 
English level None 4 4 4 4 4 1 3 3 1 
A1 – A2 28 32 32 30 32 27 27 31 22 
B1 – B2 34 36 32 38 38 32 31 30 26 
C1 3 3 4 4 4 4 4 4 4 
Videos 
watched in 
English… 
Zero days/week 22 24 23 22 24 19 22 21 15 
1 – 2 days/week 25 27 26 27 26 22 21 26 18 
3 – 4 days/week 12 14 13 15 16 12 12 9 11 
5 – 7 days/week 10 10 10 12 12 11 10 12 9 
Table 52. Features and number of the participants who found Dress to Kill, Circle and 
Stripped quite or very funny, on a linguistic, thematic and visual level. 
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Not at all offensive Dress to Kill Circle Stripped 
Factors L T V L T V L T V 
Sex Male 34 27 43 29 24 34 30 33 42 
Female 38 31 44 33 28 40 41 36 44 
Age 18 – 19 2 2 3 3 1 3 3 3 3 
20 – 29 28 25 33 24 22 30 26 24 30 
30 – 39 26 18 30 25 20 26 27 27 33 
40 – 49 9 8 15 8 7 9 9 8 12 
50 – 59 2 - 1 - - 1 1 1 1 
60 – 69 5 5 5 2 2 5 5 6 7 
Religion Catholic 45 34 57 35 26 46 45 43 56 
Atheist 16 13 16 15 13 15 13 13 15 
Agnostic 6 6 8 7 8 8 8 8 10 
Other 5 5 6 5 5 5 5 5 5 
Education Secondary 30 26 38 26 22 31 31 29 35 
Higher 42 32 49 36 30 43 40 40 51 
English level None 5 5 6 4 4 6 5 6 6 
A1 – A2 31 24 35 26 22 30 30 30 34 
B1 – B2 34 27 41 30 23 34 32 29 41 
C1 2 2 5 2 3 4 4 4 5 
Videos 
watched in 
English… 
Zero days/week 23 15 28 19 15 25 26 24 28 
1 – 2 days/week 26 22 32 22 17 24 24 23 32 
3 – 4 days/week 11 9 14 10 10 12 11 12 14 
5 – 7 days/week 12 12 13 11 10 13 10 10 12 
Table 53. Features and number of the participants who found Dress to Kill, Circle and 
Stripped not at all offensive, on a linguistic, thematic and visual level. 
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Reading and watching activity Focus on subtitles Focus on images 
Factors / Degree - -41 - + ++ - - - + + + 
Sex 
Male - 2 15 35 - 8 34 10 
Female - 3 21 27 - 6 31 14 
Age 
18 – 19 - - 1 2 - 1 - 1 
20 – 29  - 5 10 22 - 6 23 7 
30 – 39  - - 18 18 - 3 22 11 
40 – 49  - - 3 14 - 2 13 2 
50 – 59  - - 1 2 - - 2 1 
60 – 69  - 1 3 4 - 2 4 2 
Religion 
Catholic - 1 28 40 - 11 43 15 
Atheist - 1 2 15 - 2 13 3 
Agnostic - 3 5 2 - - 5 5 
Other - - 1 3 - 1 3 - 
Education 
Secondary - 2 12 28 - 5 25 12 
Higher - 3 24 34 - 14 40 12 
English level 
None - - - 8 - 2 5 1 
A1 – A2  - 1 11 32 - 3 30 11 
B1 – B2  - 2 22 22 - 8 29 9 
C1 - 2 3 - - 1 1 3 
Videos 
watched in 
English… 
Zero days/week - 1 11 25 - 6 23 8 
1 – 2 days/week - - 14 23 - 5 28 4 
3 – 4 days/week - 1 8 7 - 2 8 6 
5 – 7 days/week - 3 3 7 - 1 6 6 
Table 54. Dress to Kill. Self-assessed degree of attention on the subtitles and on the 
images. 
 
                                                
41 - - = Not at all. - = To a small degree. + = To a certain degree. + + = To a large degree. 
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Reading and watching activity Focus on subtitles Focus on images 
Factors / Degree - - - + ++ - - - + + + 
Sex 
Male - 3 19 30 1 9 34 8 
Female - 4 18 29 - 6 30 15 
Age 
18 – 19  - - 1 2 - - 3 - 
20 – 29  - 3 11 22 - 4 23 9 
30 – 39  - 3 13 20 - 6 20 10 
40 – 49  - - 7 10 - 4 11 2 
50 – 59  - - 1 2 - - 2 1 
60 – 69  - 1 4 3 1 1 5 1 
Religion 
Catholic - 4 27 38 1 7 46 8 
Atheist - 1 4 13 - 2 11 5 
Agnostic - 2 5 3 - 3 5 2 
Other - - 1 3 - 2 2 - 
Education 
Secondary - 1 15 26 - 6 26 10 
Higher - 6 17 33 1 9 38 13 
English level 
None - - 2 6 - 3 4 1 
A1 – A2 - 1 11 32 1 5 26 12 
B1 – B2 - 3 22 21 - 6 32 8 
C1 - 3 2 - - 1 2 2 
Videos 
watched in 
English… 
Zero days/week - 1 12 24 1 6 20 10 
1 – 2 days/week - 2 15 20 - 7 27 3 
3 – 4 days/week - 2 6 8 - 2 9 5 
5 – 7 days/week - 2 4 7 - - 8 5 
Table 55. Circle. Self-assessed degree of attention on the subtitles and on the images. 
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Reading and watching activity Focus on subtitles Focus on images 
Factors / Degree - - - + + + - - - + + + 
Sex 
Male - 3 18 31 1 9 33 9 
Female - 6 15 30 - 9 24 18 
Age 
18 – 19  - 1 1 1 - - 1 2 
20 – 29  - 4 7 25 - 8 20 8 
30 – 39  - 3 15 18 - 5 19 12 
40 – 49  - - 7 10 1 3 10 3 
50 – 59  - - - 3 - - 2 1 
60 – 69  - 1 3 4 - 2 5 1 
Religion 
Catholic - 4 27 38 - 10 41 18 
Atheist - 2 1 15 - 5 8 5 
Agnostic - 3 4 3 - 1 6 3 
Other - - 1 3 - 2 2 - 
Education 
Secondary - 3 13 26 1 6 20 15 
Higher - 6 20 35 - 12 37 12 
English level 
None - - 1 7 - 4 3 1 
A1 – A2 - 1 11 32 1 4 26 13 
B1 – B2 - 5 19 22 - 9 26 11 
C1 - 3 2 - - 1 2 2 
Videos 
watched in 
English… 
Zero days/week - 1 9 27 - 8 20 9 
1 – 2 days/week - 2 16 19 1 6 24 6 
3 – 4 days/week - 3 6 7 - 2 9 5 
5 – 7 days/week - 3 2 8 - 2 4 7 
Table 56. Stripped. Self-assessed degree of attention on the subtitles and on the images. 
 
Appendix 3.2 – Eye-tracking data 
User No. 
No. 
Fixations 
on Subs 
No. 
Fixations 
on 
Images 
Fixations 
on Subs 
(Total Time) 
Fixations 
on Images 
(Total Time) 
Time “Lost” 
% Time 
“Lost” of 
00:05:46.000 
User 025 415 471 00:01:59.520 00:02:36.878 00:01:09.602 20.12% 
User 003 490 342 00:02:20.696 00:02:15.461 00:01:09.843 20.19% 
User 027 466 429 00:02:17.142 00:02:18.819 00:01:10.039 20.24% 
User 022 609 244 00:03:17.239 00:01:16.362 00:01:12.399 20.92% 
User 063 137 829 00:00:32.363 00:04:01.147 00:01:12.490 20.95% 
User 028 516 442 00:02:14.549 00:02:14.420 00:01:17.031 22.26% 
User 031 473 459 00:02:11.421 00:02:15.307 00:01:19.272 22.91% 
User 053 433 365 00:02:05.348 00:02:21.100 00:01:19.552 22.99% 
User 060 737 176 00:03:29.211 00:00:50.423 00:01:26.366 24.96% 
User 058 632 315 00:02:54.977 00:01:23.533 00:01:27.490 25.29% 
User 001 503 359 00:02:14.382 00:01:55.187 00:01:36.431 27.87% 
Table 57. Cases excluded from the eye-tracking data collected for Dress to Kill due to the 
high percentage of time spent neither on the subtitles nor on the images. 
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User No. 
No. 
Fixations 
on Subs 
No. 
Fixations 
on 
Images 
Fixations 
on Subs 
(Total Time) 
Fixation 
on Images 
(Total Time) 
Time “Lost” 
% Time 
“Lost” of 
00:06:25.000 
User 022 630 254 00:03:36.881 00:01:24.810 00:01:23.309 21.64% 
User 063 122 888 00:00:30.546 00:04:26.949 00:01:27.505 22.73% 
User 025 486 497 00:02:19.837 00:02:37.363 00:01:27.800 22.81% 
User 028 573 471 00:02:35.864 00:02:20.595 00:01:28.541 23.00% 
User 078 605 257 00:03:16.033 00:01:39.572 00:01:29.395 23.22% 
User 080 659 290 00:03:05.118 00:01:50.111 00:01:29.771 23.32% 
User 074 29 606 00:00:08.513 00:04:44.459 00:01:32.028 23.90% 
User 058 753 263 00:03:31.633 00:01:05.859 00:01:48.181 28.10% 
Table 58. Cases excluded from the eye-tracking data collected for Circle due to the high 
percentage of time spent neither on the subtitles nor on the images. 
 
User No. 
No. 
Fixations 
on Subs 
No. 
Fixations 
on 
Images 
Fixations 
on Subs 
(Total Time) 
Fixation 
on Images 
(Total Time) 
Time “Lost” 
% Time 
“Lost” of 
00:05:20.000 
User 033 609 253 00:02:55.758 00:01:19.338 00:01:04.904 20.28% 
User 043 457 348 00:02:15.921 00:01:58.111 00:01:05.968 20.61% 
User 032 545 321 00:02:25.918 00:01:43.335 00:01:10.747 22.11% 
User 063 163 699 00:00:37.432 00:03:29.757 00:01:12.811 22.75% 
User 022 505 219 00:02:54.028 00:01:07.551 00:01:18.421 24.51% 
User 028 469 400 00:01:58.914 00:02:00.337 00:01:20.749 25.23% 
User 019 419 342 00:01:59.290 00:01:57.841 00:01:22.869 25.90% 
User 066 621 266 00:02:41.509 00:01:15.202 00:01:23.289 26.03% 
User 080 509 268 00:02:17.701 00:01:38.909 00:01:23.390 26.06% 
User 051 446 298 00:02:05.148 00:01:47.208 00:01:27.644 27.39% 
User 058 627 238 00:02:48.208 00:00:57.452 00:01:34.340 29.48% 
User 001 394 388 00:01:37.932 00:02:07.031 00:01:35.037 29.70% 
User 060 634 147 00:02:45.762 00:00:40.068 00:01:54.170 35.68% 
Table 59. Cases excluded from the eye-tracking data collected for Stripped due to the 
high percentage of time spent neither on the subtitles nor on the images. 
 
Appendix 3.3 – Eye-tracking and questionnaire data 
 Dress to Kill Circle Stripped 
 M F M F M F 
Greater focus on subtitles 20 23 16 17 17 16 
Greater focus on images 8 5 8 6 3 3 
Similar focus on subtitles/images 5 5 6 6 6 6 
Table 60. Participants’ sex across the three clusters of attention distribution, for each 
clip. 
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 18-29 30-39 40-49 50-59 60-69 
Dress to Kill      
Greater focus on subtitles 16 15 8 1 3 
Greater focus on images 7 6 - - - 
Similar focus on subtitles/images 4 5 1 - - 
Circle      
Greater focus on subtitles 11 12 7 - 3 
Greater focus on images 6 6 - 1 1 
Similar focus on subtitles/images 5 6 1 - - 
Stripped      
Greater focus on subtitles 13 13 4 1 2 
Greater focus on images 4 1 - - 1 
Similar focus on subtitles/images 4 8 - - - 
Table 61. Participants’ age groups across the three clusters of attention distribution, for 
each clip. 
 
 Dress to Kill Circle Stripped 
 Second Higher Second Higher Second Higher 
Greater focus on subtitles 20 23 16 17 17 16 
Greater focus on images 3 10 3 11 2 4 
Similar focus on subs/images 4 6 5 7 2 10 
Table 62. Participants’ level of education across the three clusters of attention 
distribution, for each clip. 
 
 No knowledge A1–A2 B1–B2 C1 
Dress to Kill     
Greater focus on subtitles 5 23 15 - 
Greater focus on images - 2 8 3 
Similar focus on subtitles/images - 3 7 - 
Circle     
Greater focus on subtitles 5 19 9 - 
Greater focus on images - 5 6 3 
Similar focus on subtitles/images - 4 8 - 
Stripped     
Greater focus on subtitles 2 21 10 - 
Greater focus on images - 2 2 2 
Similar focus on subtitles/images - 3 7 2 
Table 63. Participants’ self-assessed English level across the three clusters of attention 
distribution, for each clip. 
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 Zero 1-2 days 3-4 days 5-7 days 
Dress to Kill     
Greater focus on subtitles 15 19 5 4 
Greater focus on images 3 4 2 4 
Similar focus on subtitles/images 3 4 1 2 
Circle     
Greater focus on subtitles 14 13 4 2 
Greater focus on images 4 6 2 2 
Similar focus on subtitles/images 2 4 3 3 
Stripped     
Greater focus on subtitles 11 14 6 2 
Greater focus on images 1 3 - 2 
Similar focus on subtitles/images 3 5 2 2 
Table 64. How often participants watch audiovisual products in English per week, in 
relation to the three clusters of attention distribution, for each clip. 
 
Participants’ own perception 
of their viewing behaviour 
Greater focus on 
subtitles 
Greater focus on 
images 
Similar focus on 
subtitles/images 
Dress to Kill    
No focus on the subtitles - - - 
Little focus on the subtitles - 3 - 
Fair focus on the subtitles 8 7 2 
High focus on the subtitles 35 3 8 
No focus on the images - - - 
Little focus on the images 7 2 1 
Fair focus on the images 25 9 5 
High focus on the images 11 2 4 
Circle    
No focus on the subtitles - - - 
Little focus on the subtitles - 2 - 
Fair focus on the subtitles 9 6 5 
High focus on the subtitles 24 6 7 
No focus on the images - - - 
Little focus on the images 6 1 2 
Fair focus on the images 21 9 6 
High focus on the images 6 4 4 
Stripped    
No focus on the subtitles - - - 
Little focus on the subtitles 1 3 1 
Fair focus on the subtitles 7 2 6 
High focus on the subtitles 25 1 5 
No focus on the images 1 - - 
Little focus on the images 4 1 2 
Fair focus on the images 17 3 6 
High focus on the images 11 2 4 
Table 65. Participants’ self-assessed attention distribution in relation to the three 
clusters of attention distribution, for each clip. 
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Dress to Kill 
Funny  
Greater focus 
on subtitles 
Greater focus 
on images 
Similar focus on 
subtitles/images 
Linguistically    
Not at all/To a small degree 15 5 - 
To a certain/large degree 28 8 10 
Thematically    
Not at all/To a small degree 11 6 - 
To a certain/large degree 32 7 10 
Visually    
Not at all/To a small degree 16 5 3 
To a certain/large degree 27 8 7 
Offensive     
Linguistically    
Not at all/To a small degree 40 12 10 
To a certain/large degree 3 1 - 
Thematically    
Not at all/To a small degree 36 12 10 
To a certain/large degree 7 1 - 
Visually    
Not at all/To a small degree 43 12 10 
To a certain/large degree - 1 - 
Different from Italian humour     
Linguistically    
Not at all/To a small degree 13 6 5 
To a certain / large degree 30 7 5 
Thematically    
Not at all/To a small degree 13 3 5 
To a certain/large degree 30 10 5 
Visually    
Not at all/To a small degree 23 7 4 
To a certain/large degree 20 6 6 
Table 66. Reaction to Dress to Kill by the participants belonging to the three different 
clusters of attention distribution. 
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Circle 
Funny  
Greater focus 
on subtitles 
Greater focus 
on images 
Similar focus on 
subtitles/images 
Linguistically    
Not at all/To a small degree 11 2 2 
To a certain/large degree 22 12 10 
Thematically    
Not at all/To a small degree 12 2 3 
To a certain/large degree 21 12 9 
Visually    
Not at all/To a small degree 16 3 7 
To a certain/large degree 17 11 5 
Offensive     
Linguistically    
Not at all/To a small degree 27 11 11 
To a certain/large degree 6 3 1 
Thematically    
Not at all/To a small degree 28 10 9 
To a certain/large degree 5 4 3 
Visually    
Not at all/To a small degree 32 14 11 
To a certain/large degree 1 - 1 
Different from Italian humour     
Linguistically    
Not at all/To a small degree 8 6 7 
To a certain / large degree 25 8 5 
Thematically    
Not at all/To a small degree 8 1 3 
To a certain/large degree 25 13 9 
Visually    
Not at all/To a small degree 20 8 5 
To a certain/large degree 13 6 7 
Table 67. Reaction to Circle by the participants belonging to the three different clusters 
of attention distribution. 
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Stripped 
Funny  
Greater focus 
on subtitles 
Greater focus 
on images 
Similar focus on 
subtitles/images 
Linguistically    
Not at all/To a small degree 13 1 5 
To a certain/large degree 20 5 7 
Thematically    
Not at all/To a small degree 11 1 4 
To a certain/large degree 22 5 8 
Visually    
Not at all/To a small degree 18 2 3 
To a certain/large degree 17 4 9 
Offensive     
Linguistically    
Not at all/To a small degree 31 6 12 
To a certain/large degree 2 - - 
Thematically    
Not at all/To a small degree 29 5 12 
To a certain/large degree 4 1 - 
Visually    
Not at all/To a small degree 33 6 12 
To a certain/large degree - - - 
Different from Italian humour     
Linguistically    
Not at all/To a small degree 12 2 3 
To a certain / large degree 21 4 9 
Thematically    
Not at all/To a small degree 10 - 3 
To a certain/large degree 23 6 9 
Visually    
Not at all/To a small degree 23 4 9 
To a certain/large degree 10 2 3 
Table 68. Reaction to Stripped by the participants belonging to the three different 
clusters of attention distribution. 
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 Greater focus on subtitles 
Greater focus 
on images 
Similar focus on 
subtitles/images 
Dress to Kill    
Speed/length of subtitles    
Not at all/To a small degree 33 10 9 
To a certain/large degree 10 3 1 
Poor clarity of subtitles    
Not at all/To a small degree 41 13 10 
To a certain/large degree 2 - - 
Not being used to subtitles    
Not at all/To a small degree 32 11 10 
To a certain/large degree 11 2 - 
Circle     
Speed/length of subtitles    
Not at all/To a small degree 25 11 8 
To a certain/large degree 8 3 4 
Poor clarity of subtitles    
Not at all/To a small degree 32 14 11 
To a certain/large degree 1 - 1 
Not being used to subtitles    
Not at all/To a small degree 22 11 12 
To a certain/large degree 11 3 - 
Stripped     
Speed/length of subtitles    
Not at all/To a small degree 26 5 9 
To a certain/large degree 7 1 3 
Poor clarity of subtitles    
Not at all/To a small degree 32 6 11 
To a certain/large degree 1 - 1 
Not being used to subtitles    
Not at all/To a small degree 25 3 11 
To a certain/large degree 8 3 1 
Table 69. Participants’ perception of three factors that may have caused them problems 
in following the subtitles, in relation to the three clusters of attention distribution. 
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 Greater focus on subtitles 
Greater focus 
on images 
Similar focus on 
subtitles/images 
Dress to Kill    
English audio    
Very or slightly disturbing 10 2 3 
Irrelevant 15 2 2 
Helpful or essential  18 9 5 
Comedian’s body language    
Very or slightly disturbing 3 - - 
Irrelevant 12 3 2 
Helpful or essential  28 10 8 
Audience’s laughter    
Very or slightly disturbing 7 3 2 
Irrelevant 25 6 7 
Helpful or essential  11 4 1 
Circle    
English audio    
Very or slightly disturbing 7 2 2 
Irrelevant 13 5 2 
Helpful or essential  13 7 8 
Comedian’s body language    
Very or slightly disturbing 3 - - 
Irrelevant 10 2 4 
Helpful or essential  20 12 8 
Audience’s laughter    
Very or slightly disturbing 4 4 4 
Irrelevant 22 6 6 
Helpful or essential  7 4 2 
Stripped    
English audio    
Very or slightly disturbing 9 1 1 
Irrelevant 11 2 2 
Helpful or essential  13 3 9 
Comedian’s body language    
Very or slightly disturbing 2 - 1 
Irrelevant 10 1 1 
Helpful or essential  21 5 10 
Audience’s laughter    
Very or slightly disturbing 6 - 3 
Irrelevant 19 3 6 
Helpful or essential  8 3 3 
Table 70. Participants’ perception of three factors that may have influenced their 
comprehension of the clips, in relation to the three clusters of attention distribution. 
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Appendix 4: Scripts 
Appendix 4.1 – Dress to Kill (1998) 
ENGLISH AUDIO ITALIAN SUBTITLES 
 
So, yeah, so we had empires, in Europe we 
had empires. Everyone had… France and 
Spain and Britain. 
00:17:46.087 -> 00:17:50.160 
E Francia, Spagna e Inghilterra, 
avevano tutte un impero. 
 
 
And Turkey, the Ottoman Empire, full of 
furniture, for some reason. 
00:17:50.207 -> 00:17:54.758 
La Turchia, l’Impero Ottomano, 
pieno di mobili, per qualche motivo. 
 
And the Austro-Hungarian Empire, famous 
for fuck all! 
00:17:54.807 -> 00:17:59.198 
E quello austro-ungarico è famoso 
per aver mandato tutto a puttane! 
 
Yes, all they did was slowly collapse like a 
flan in a cupboard. 
00:17:59.247 -> 00:18:03.525 
Sì, si sono lentamente sgonfiati 
come un soufflé. 
 
And the German empire, very organized, 
always built an empire. Eins, zwei, eins, 
zwei. Building an empire. 
00:18:03.567 -> 00:18:07.242 
I tedeschi, molto organizzati, 
hanno sempre costruito un impero. 
 
 
Very Prussian. Then they’d celebrate with a 
World War, 
00:18:07.287 -> 00:18:11.041 
Molto prussiano. L’hanno celebrato 
con la Seconda Guerra Mondiale, 
 
then lose the whole fucking empire by the 
end of the war. 
00:18:11.087 -> 00:18:14.602 
per poi perdere l’intero maledetto 
impero alla fine della guerra. 
 
In the 30’s, Hitler, Czechoslovakia, Poland, 
France... 
00:18:14.647 -> 00:18:17.923 
Gli anni ‘30: Hitler, 
Cecoslovacchia, Polonia e Francia, 
 
Second World War, the Russian front, not a 
good idea. 
00:18:17.967 -> 00:18:21.277 
la Seconda Guerra Mondiale, 
il fronte russo, non una buona idea. 
 
Hitler never played Risk when he was a kid. 
00:18:21.327 -> 00:18:24.239 
Hitler non ha mai giocato a Risiko 
da bambino. 
 
‘Cause, you know, playing Risk, you could 
never hold on to Asia. 
00:18:26.087 -> 00:18:28.317 
Perché a Risiko 
non potevi mai mantenere l’Asia. 
 
That Asian-Eastern European area, you 
could never hold it, could you? 
00:18:28.367 -> 00:18:32.155 
Questa zona asiatica dell’Europa 
dell’Est non si poteva controllare. 
 
Seven extra men at the beginning of every 
go but you couldn’t fucking hold it. 
00:18:32.207 -> 00:18:36.564 
Aggiungevi altri sette uomini a ogni 
turno, ma non potevi controllarla. 
 00:18:36.607 -> 00:18:39.917 
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Australasia, that was the one, Australasia. All 
the purples. 
L’Australasia era la scelta giusta. 
C’erano i viola ovunque. 
 
Get everyone on Papua New Guinea and just 
build up, build up. 
00:18:39.967 -> 00:18:43.880 
Mandate tutti in Papua Nuova Guinea 
e concentrateci le forze. 
 
And Hitler ended up in a ditch, covered in 
petrol, on fire. 
00:18:45.767 -> 00:18:49.726 
E Hitler finì in una trincea 
pieno di benzina, in fiamme. 
 
So that’s fun. 
00:18:49.767 -> 00:18:51.758 
E quello è divertente. 
 
I think that’s funny. ‘Cause he was a mass-
murdering fuckhead. 
00:18:52.647 -> 00:18:57.675 
Lo trovo divertente, 
perché era uno stronzo carnefice. 
 
And that was his honeymoon as well. Double 
trouble. 
00:18:57.727 -> 00:19:01.720 
E quella era anche 
la sua luna di miele. Ancor meglio. 
 
‘Eva, let’s marry.’  
‘Where should our honeymoon be?’ 
00:19:01.767 -> 00:19:04.679 
“Eva, sposiamoci.” 
“Dove andiamo in luna di miele?” 
 
‘In a ditch, covered in petrol, on fire. I’ve 
already arranged it upstairs.’ 
00:19:04.727 -> 00:19:08.879 
“In una trincea, coperti di benzina, 
in fiamme. Ho già pensato a tutto.” 
 
‘Oh, how romantic, Adolf.’ 
‘Yes, I thought.’ 
00:19:08.927 -> 00:19:12.044 
“Oh, che romantico, Adolf.” 
“Sì, l’ho pensato anch’io.” 
 
Fun. What a bastard. And he was a 
vegetarian and a painter. 
00:19:14.047 -> 00:19:18.359 
Divertente. Che bastardo. 
Era un vegetariano e un pittore. 
 
So he must have been going: ‘I can’t get ze 
fucking trees... 
00:19:18.407 -> 00:19:21.524 
Deve aver detto: “Questi maledetti 
alberi non mi riescono... 
 
‘Damn! I will kill everyone in the world!’ 
00:19:21.567 -> 00:19:24.400 
“Maledizione! 
Sterminerò il mondo intero!” 
 
And he was a mass-murdering fuckhead, as 
many important historians have said. 
00:19:26.367 -> 00:19:30.918 
Era uno stronzo carnefice, 
come molti storici hanno affermato. 
And, erm... - 
 
But there are other mass-murderers that got 
away with it. 
00:19:32.807 -> 00:19:34.479 
Ma altri l’hanno fatta franca. 
 
Stalin killed many millions. Died in his bed. 
Well done there. 
00:19:34.527 -> 00:19:38.759 
Stalin ha ucciso migliaia di persone, 
ma è morto di vecchiaia. Bravo! 
 
Pol Pot killed 1.7 million Cambodians.  
00:19:38.807 -> 00:19:41.685 
Pol Pot ha ucciso 
1,7 milioni di cambogiani. 
 
Died under house arrest, age 72. Well done, 
indeed. 
00:19:41.727 -> 00:19:44.958 
È morto agli arresti domiciliari 
all’età di 72 anni. Complimenti. 
 
And the reason why we let them get away 
00:19:45.007 -> 00:19:48.682 
L’hanno passata liscia 
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with it because they killed their own people. perché hanno ucciso la propria gente. 
 
And we’re sort of fine with that.  
00:19:48.727 -> 00:19:51.116 
E ciò non ci dispiace più di tanto. 
 
‘Oh, help yourself. 
00:19:52.327 -> 00:19:54.557 
“Fa’ pure. 
 
‘We’ve been trying to kill you for ages, so kill 
your own people.’ 
00:19:55.607 -> 00:19:59.646 
“È da tanto che cercavamo di farvi 
fuori, per cui uccidetevi fra voi.” 
 
Seems to be. 
00:20:00.727 -> 00:20:02.399 
Pare sia andata così. 
 
Hitler killed people next door. Oh, stupid 
man.  
00:20:02.447 -> 00:20:06.759 
Hitler ha ucciso i suoi vicini. 
Che stupido. 
[…] […] 
 
So, yeah. And the Second World War… after 
the Second World War, that’s when all the 
empires sort of dissolved.  
00:23:14.967 -> 00:23:19.165 
Dopo la Seconda Guerra Mondiale 
gli imperi si sgretolarono. 
 
And we didn’t… we came first in the war but, 
you know, we were financially fucked by the 
end of the Second World War. 
00:23:19.207 -> 00:23:24.042 
Abbiamo vinto la guerra, 
ma finanziariamente eravamo fottuti. 
 
‘Cause there was a period of time it was just 
us and the Nazis. 
00:23:24.087 -> 00:23:26.965 
Perché per un periodo 
c’eravamo solo noi e i nazisti. 
 
And they’d been making weapons for ages. 
00:23:27.007 -> 00:23:29.043 
Fabbricavano armi da tanto tempo. 
 
We were going, ‘Get the tanks out! Get the… 
We haven’t got any?’ 
00:23:29.087 -> 00:23:32.204 
Noi facevamo: “Tirate fuori 
i carri armati!” “Non ne abbiamo.” 
 
‘Get that ice cream van out, then. Get it out’ 
00:23:32.247 -> 00:23:34.238 
“Allora tirate fuori 
il camioncino dei gelati.” 
 
‘Kill! All right, oh, fuck it.’ 
00:23:34.287 -> 00:23:37.723 
“Attaccate!” 
“Ok, oh, cazzo. 
 
‘Fuck off.’ 
00:23:39.327 -> 00:23:41.557 
“Andate a farvi fottere.” 
 
‘Everything! Just throw everything at them!’ 
00:23:41.607 -> 00:23:44.565 
“Qualsiasi cosa! 
Tirategli di tutto! 
 
‘Orange Fruities and Zooms, throw the 
Zooms! 
00:23:44.607 -> 00:23:48.395 
“I coni alla crema e quelli 
alla frutta, lancia la frutta! 
 
‘Fuck off, you bastard! 
00:23:48.447 -> 00:23:51.007 
“Fanculo, bastardi! 
 
‘Pots and pans! Get pots and… just throw the 
pots and pans at them!’ 
00:23:51.047 -> 00:23:54.642 
“Pentole e padelle! 
Tirategli pentole e padelle!” 
 
So by the time America came in… ‘cause you 
were watching a US cavalry film 
00:23:54.687 -> 00:23:58.805 
Quando l’America intervenne, 
voi stavate già guardando un western. 
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The US cavalry always comes in towards the 
end of the film. 
00:23:58.847 -> 00:24:03.125 
La vostra cavalleria arriva sempre 
alla riscossa alla fine del film. 
 
‘OK, let’s go, America.’ 
00:24:03.167 -> 00:24:05.681 
“Ok, America, partiamo. 
 
‘I love the smell of Europe in the morning. So, 
how are you?’ 
00:24:06.447 -> 00:24:11.885 
“Mi piace il profumo dell’Europa, 
la mattina. Come va?” 
 
We were going: ‘Fucking hell, where’ve you 
been?’ 
00:24:11.927 -> 00:24:15.397 
E noi che facevamo: 
“Porca miseria, dove eravate?”. 
 
‘Having breakfast.’ 
00:24:15.447 -> 00:24:17.915 
“A fare colazione. 
 
‘So, what’s going on, hey?’ 
00:24:19.967 -> 00:24:22.083 
“Allora, cosa sta succedendo?” 
 
So America did well. Russia did well, and 
deservedly so. 
00:24:22.127 -> 00:24:26.518 
L’America ha avuto un buon risultato 
e anche la Russia, e se lo meritano. 
 
Because half a million American soldiers 
died, half a million British soldiers died 
00:24:26.567 -> 00:24:29.877 
Mezzo milione di soldati americani 
e inglesi sono morti 
 
And about 26 million Russian soldiers died, 
soldiers and civilians. 
00:24:29.927 -> 00:24:33.966 
e circa 26 milioni di russi 
fra soldati e civili sono morti. 
 
And that’s just 50 times as many. It’s 
unfuckingbelievable. 
00:24:34.007 -> 00:24:37.397 
Ossia 50 volte di più. È incredibile. 
 
And no one mentions this. These are just 
figures I discovered. That’s very… That’s why 
they put up… 
00:24:37.447 -> 00:24:42.043 
E nessuno ne parla. 
Ho scoperto io queste cifre. 
 
‘Cause, I mean, Napoleon had been 
steaming in there a hundred of years before 
00:24:42.087 -> 00:24:44.999 
Napoleone era andato all’attacco 
100 anni prima: 
 
‘I’m gonna kill them! I’m going to kill them! 
…Ooh, it’s a bit cold! It’s a bit cold! 
00:24:45.047 -> 00:24:47.959 
“Li ucciderò tutti! 
Oh, fa un po’ freddo. 
 
‘Right. OK, OK, bad idea.’ 
00:24:52.087 -> 00:24:54.806 
“D’accordo, brutta idea”. 
 
And then Hitler: ‘I’ve got a better idea! I’ve 
got a better idea! Oh, it’s the same idea. It’s 
the same idea.’ 
00:24:56.927 -> 00:25:01.443 
E poi Hitler: “Ho un’idea migliore! 
No, è la stessa”. 
 
So no wonder why they set up the Eastern 
bloc, you know, they wanted a buffer zone. It 
wasn’t fair but that’s what they did. 
00:25:02.527 -> 00:25:07.078 
È ovvio che hanno creato il Blocco 
Orientale, per fare zona cuscinetto. 
 
They are kind of, you know… that’s where 
they’re coming from. 
00:25:07.127 -> 00:25:10.119 
Ecco dunque da dove vengono. 
 
 
About 20 million Germans… Nazi Germans 
00:25:10.167 -> 00:25:15.287 
Circa 20 milioni di nazisti sono 
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died but they did start it, they did start that 
one. 
morti, ma hanno cominciato loro. 
 
And, er... Yeah. So it was that. 
00:25:16.487 -> 00:25:18.478 
Ecco cos’è successo. 
 
And France hated them all, ‘cause, you 
know, Southern France was collaborating 
with the Germans, embarrassing... 
00:25:18.527 -> 00:25:22.361 
La Francia meridionale 
collaborava con i tedeschi. 
 
So since then they’ve been kind of spiky and 
kind of French. 
00:25:22.407 -> 00:25:26.525 
Da allora sono un po’ irascibili 
e un po’ francesi. 
 
I’m very positive on the French. My family 
way back was French. 
00:25:27.967 -> 00:25:31.846 
Non ho niente contro i francesi. 
I miei antenati erano francesi. 
 
I go with it, but they are kind of fucking 
French at times.  
00:25:31.887 -> 00:25:35.641 
Non mi dispiacciono, ma a volte 
sono un po’ troppo francesi. 
[…] […] 
 
And Italy invented Fascism in 1922. 
00:26:23.647 -> 00:26:25.922 
L’Italia inventò il fascismo 
nel 1922. 
 
Mussolini said: ‘Right, we’re all Fascists.’ 
00:26:25.967 -> 00:26:28.527 
Mussolini disse: 
“Siamo tutti fascisti”. 
 
But most Italian people are always on 
scooters going: ‘Ciao.’ 
00:26:28.567 -> 00:26:32.799 
Ma la gran parte degli italiani 
gira in scooter e fa: “Ciao”. 
 
And they’re into football and life and they’re 
not Fascists, you know. 
00:26:35.287 -> 00:26:38.597 
Adorano il calcio e la dolce vita 
e non sono fascisti. 
 
‘We’re all Fascists.’  
‘All right. Ciao.’ 
00:26:38.647 -> 00:26:42.481 
“Siamo tutti fascisti.” 
“Ok. Ciao.” 
 
No helmet on. 
00:26:42.527 -> 00:26:44.518 
Senza casco. 
 
All those 50’s films like Roman Holiday, it’s 
like just like that.  
00:26:45.607 -> 00:26:47.598 
È come nei film 
degli anni ‘50: “Vacanze romane”. 
 
Everyone’s just cool and hangs out. 
00:26:47.647 -> 00:26:49.399 
Sono tutti trendy e se la spassano. 
 
So after World War II the whole… the world 
said: ‘Come on, Europe, give these countries 
back. Come on. We just had a bloody war… 
00:26:50.727 -> 00:26:55.403 
Dopo la guerra, il mondo reclamò 
i paesi occupati dall’Europa. 
 
‘Let’s give them back. Britain?’ 
‘What?’ 
00:26:55.447 -> 00:26:59.838 
“Bisogna restituirli. 
Inghilterra?” “Cosa c’è?” 
 
‘What’s that behind your back?’ 
‘India and a number of other countries.’ 
00:26:59.887 -> 00:27:04.244 
“Cosa nascondi lì dietro?” 
“L’India e qualche altro paese.” 
 
‘Give them back.’ 
00:27:05.807 -> 00:27:08.162 
“Restituiscili.” 
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‘Oh, all right.’ “Ok, va bene. 
 
‘There’s that one and that one.’ 
00:27:08.207 -> 00:27:10.801 
“C’è questo paese e questo. 
 
‘Falkland Islands.’ 
‘Oh, we need the Falkland Islands... 
00:27:11.887 -> 00:27:15.197 
“Le isole Falkland.” 
“Oh, quelle ci servono 
 
‘For strategic sheep purposes.’ 
00:27:15.247 -> 00:27:17.556 
“per scopi strategici 
con le pecore.” 
 
Appendix 4.2 – Circle (2000) 
ENGLISH AUDIO ITALIAN SUBTITLES 
 
So… The Pope! What’s going on there, hey? 
00:03:51.273 -> 00:03:53.787 
Passiamo al Papa, 
cosa succede da quelle parti? 
 
What’s he on about? He gets out there, 
chatting away. 
00:03:54.913 -> 00:03:58.383 
Cos’ha da raccontare? 
Se ne va in giro a chiacchierare. 
 
Um, Pope John. There was Pope John, if you 
remember, now there’s Pope John-Paul. 
00:03:58.433 -> 00:04:02.631 
C’è stato Papa John, se ricordate. 
Adesso c’è Papa John Paul. 
 
Ah, the next Pope’s going to be Pope John-
Paul-George and... 
00:04:02.673 -> 00:04:05.824 
Il prossimo papa sarà 
Papa John Paul George. 
 
And we can see where they’re going. 
00:04:07.713 -> 00:04:10.591 
Possiamo capire dove vogliono arrivare. 
 
It’s that more populist edge, Pope John-Paul-
George and Ringo that’s going to take off. 
00:04:10.633 -> 00:04:15.184 
È il lato populistico, poi lanceranno 
Papa John Paul George Ringo. 
 
He’s going to have songs in the charts... 
00:04:15.233 -> 00:04:17.508 
Le sue canzoni 
entreranno nella hit parade... 
 
Always, always checking their faces, aren’t 
they? 
00:04:24.393 -> 00:04:26.827 
Si controllano sempre la faccia, 
vero? 
 
In case there are flies, you know like cows 
use their tails. 
00:04:28.553 -> 00:04:31.943 
In caso ci siano mosche, 
come fanno le mucche con la coda. 
 
That’s what the Pope does, keeps the flies 
off. 
00:04:32.553 -> 00:04:36.068 
È quello che fa il Papa, 
scaccia le mosche. 
 
You get your… Catholics are good, ‘Keep 
those flies off me 
00:04:36.113 -> 00:04:39.025 
I cattolici sono bravi 
a scacciare le mosche. 
 
I’m a Catholic. Fucking fly... 
00:04:39.073 -> 00:04:41.428 
Sono cattolico, 
‘sta cazzo di mosca... 
 
Whereas Protestants don’t have anything to 
keep the flies off except a gun! 
00:04:42.673 -> 00:04:47.110 
I protestanti non hanno niente 
per scacciare le mosche se non un fucile. 
 
A big fuckin’ gun! 
00:04:47.153 -> 00:04:49.189 
Un enorme, maledetto fucile. 
 
And, it’s...You know, because the Pope has 
got stuck in that sort of ‘I’m wearing a tent’ 
00:04:51.873 -> 00:04:56.389 
E il Papa è bloccato 
in quella sorta di tenda che ha addosso 
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type thing. 
 
And he goes round in a Popemobile, and the 
only other person who does that 
00:04:57.593 -> 00:05:02.064 
e va in giro nella papamobile. 
L’unica altra persona a farlo 
 
is Batman, who goes round in a Batmobile. 
00:05:02.113 -> 00:05:04.104 
è Batman con la sua batmobile. 
 
Cause he’s Popeman, Popeman... 
00:05:04.153 -> 00:05:07.031 
Perché lui è Papaman, Papaman, 
 
Popeman with Altar-boy. 
00:05:07.073 -> 00:05:10.349 
Papaman e Chirichetto. 
 
Popeman. 
00:05:12.073 -> 00:05:13.870 
Papaman. 
 
‘Quick Altar-boy, there are some sinners who 
need chastising. 
00:05:15.153 -> 00:05:19.590 
“Veloce, Chirichetto! Ci sono 
dei peccatori che vanno puniti. 
 
Leap into the Popemobile…  
00:05:19.633 -> 00:05:21.624 
“Salta sulla papamobile... 
 
‘Put those candles out!’ 
00:05:22.513 -> 00:05:24.504 
“Spegni quelle candele.” 
 
With holy water and Jesus disks!  
00:05:27.393 -> 00:05:30.624 
Con l’acqua santa e i dischi di Gesù. 
 
‘Vampires! Look out, Popeman, vampires 
coming! 
00:05:34.113 -> 00:05:37.549 
“Vampiri! Attento, Papaman! 
Vampiri in vista.” 
 
‘You sure shot them out of the sky!’ 
00:05:38.313 -> 00:05:40.702 
“Assicurati di farli fuori tutti.” 
 
Could be a whole series… 
00:05:44.473 -> 00:05:46.464 
Potrebbero farne una nuova serie. 
 
With a lot of complaints. And, er... 
00:05:47.553 -> 00:05:49.544 
Con un sacco di reclami. 
 
All I’m talking about here is blasphemy 
00:05:53.633 -> 00:05:56.545 
Quello che sto dicendo 
è una blasfe-mia 
 
Blasphe-you  
00:05:56.593 -> 00:05:58.902 
e blasfe-vostra. 
 
Blasphe-everybody in the room. 
00:05:58.953 -> 00:06:02.229 
Blasfe-tutti quelli in sala. 
 
I’m just on a blasphemy and bla... 
00:06:02.873 -> 00:06:05.433 
Voglio solo fare una blasfe-mia e... 
 
Six-person joke, that. There we go. 
00:06:05.473 -> 00:06:08.033 
Una battuta per sei persone. 
Ecco fatto. 
[…] […] 
 
Let’s flip back to God, who has a second go 
at making things. 
01:09:34.193 -> 01:09:37.503 
Torniamo a Dio, a cui rimane un secondo 
per fare delle cose. 
 
And he makes the human beings and he puts 
them on the Earth. 
01:09:37.553 -> 01:09:40.067 
Crea gli uomini 
e li mette sulla terra, 
 
But they start to worship false idols and cows 
made out of gold. 
01:09:40.113 -> 01:09:43.071 
ma questi adorano falsi idoli 
e mucche d’oro. 
 
So he says to Jesus: ‘Jesus, you’ve got to go 
down there and you’ve got to set up a new bit 
of me-religion. 
01:09:43.113 -> 01:09:47.345 
Così dice: “Gesù, scendi là sotto 
e crea una religione mia. 
 
‘It’s supposed to be a me-religion. 
01:09:47.393 -> 01:09:49.384 
“Dev’essere una religione su di me. 
 
‘They’re worshiping cows who eat their own 
01:09:49.433 -> 01:09:52.789 
“Stanno adorando delle mucche 
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sick. che mangiano il loro stesso vomito! 
 
‘I don’t eat my own sick!’ 
01:09:52.833 -> 01:09:54.824 
“Io non mangio il mio vomito.” 
 
‘Yes you do! But before it becomes sick!’ 
01:09:55.593 -> 01:09:59.029 
“Sì, che lo fai! 
Ma prima che diventi vomito.” 
 
‘All right, that’s a technicality. Now just get on 
down there, 
01:09:59.073 -> 01:10:01.541 
“Quello è un cavillo. Scendi laggiù 
 
‘and don’t take any of that Pagan shit going 
on. All right?’ He comes back 33 years later, 
01:10:01.593 -> 01:10:06.269 
“e non tollerare nessuna stronzata 
pagana”. 33 anni dopo... 
 
‘You bastard! They treated me worse than 
the fucking dinosaurs! 
01:10:06.313 -> 01:10:11.341 
“Sei un bastardo! Mi hanno trattato 
peggio dei dinosauri! 
 
God damn it! They cut my head off, but they 
nailed me to a tree for three days!’ 
01:10:11.393 -> 01:10:16.228 
“Quelli mi hanno tagliato la testa, ma 
questi mi hanno inchiodato a un albero.” 
 
‘Well I’m sorry, I didn’t know…’  
‘You knew all the time! 
01:10:16.273 -> 01:10:20.585 
“Beh, mi dispiace, io non...” 
“L’hai sempre saputo! 
 
‘Opposable thumbs! You knew. They’ve got 
hammers, you bastard. 
01:10:20.633 -> 01:10:24.421 
“Pollici opponibili. Lo sapevi. 
Hanno dei martelli, bastardo. 
 
‘They’re fucking twisted, this lot!’ 
‘What happened?’ 
01:10:24.473 -> 01:10:27.988 
“Questi tipi sono nevrotici.” 
“Cos’è successo?” 
 
‘Well I went down and told them to hang out. 
I got some fisherman to help me, and that 
was crap 
01:10:28.033 -> 01:10:31.821 
“Sono andato là, gli ho detto di rilassarsi 
ho chiamato qualche pescatore, 
 
Because they were all hippie fisherman, 
going: ‘I converted someone to Christianity, 
they were this big.’ 
01:10:31.873 -> 01:10:35.707 
“ma erano degli hippie e facevano: 
‘Ne ho convertito uno grosso così’. 
 
‘I thought it was that big.’ 
‘Oh, it got away!’ 
01:10:35.753 -> 01:10:38.904 
“Pensavo fossero grandi così? 
Oh, se n’è andato’. 
 
‘And the rich came up to me saying they 
wanted to get into the kingdom of heaven. 
01:10:38.953 -> 01:10:42.423 
“l ricchi sono venuti a dirmi 
di voler andare in paradiso. 
 
‘I said: ‘Well, it’s easier for a camel to get 
through the eye of a needle 
01:10:42.473 -> 01:10:45.431 
“Gli ho risposto che è più facile per un 
cammello passare per la cruna di un ago 
 
‘than it is for a rich man to get into the 
kingdom of heaven.’ 
01:10:45.473 -> 01:10:48.192 
“che per un ricco 
entrare nel regno dei cieli.” 
 
‘That was pretty surreal of you.’ 
01:10:48.233 -> 01:10:50.463 
“Una frase piuttosto surreale 
per essere tua.” 
 
‘Yeah, well, I’d been smoking a bit that day. 
01:10:51.913 -> 01:10:55.428 
“Sì, beh, quel giorno 
mi ero fatto qualche tirata. 
 
‘But the rich, they got huge blenders and put 
camels into them and made them into liquid 
camel, 
01:10:55.473 -> 01:10:59.432 
“Ma i ricchi hanno dei frullatori enormi 
e fanno frullati di cammelli 
 
‘And then they squirted them with very fine 
jets through the eyes of needles. 
01:10:59.473 -> 01:11:02.749 
“e poi li versano 
nelle crune degli aghi, 
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‘So they’re all coming up now. 
01:11:02.793 -> 01:11:05.261 
“quindi adesso salgono tutti quassù. 
 
‘And then I did the last supper, and I gave 
them some wine and I said, drink this wine - it 
is my blood.’ 
01:11:06.313 -> 01:11:10.511 
“Ho fatto l’Ultima Cena, gli ho dato del 
vino dicendogli che era il mio sangue.” 
 
‘You said what?’ 
01:11:10.553 -> 01:11:12.544 
“Cos’hai detto?” 
 
‘I said, ‘Drink this wine it is my blood.’ I was 
trying to make it a ceremony.’ 
01:11:13.673 -> 01:11:16.745 
“Bevete questo vino, è il mio sangue, 
volevo fare una cerimonia”. 
 
‘But that’s vampirism! 
01:11:16.793 -> 01:11:18.784 
“Ma quello è vampirismo. 
 
‘Vampiric thing, drink my blood. 
01:11:19.793 -> 01:11:21.784 
“È da vampiri, ‘Bevete il mio sangue’ 
 
‘You’ve got Pagan things right there on day 
one of the new religion!’ 
01:11:21.833 -> 01:11:25.906 
“fai cose pagane proprio il primo giorno 
della nuova religione!” 
 
‘Oh, sorry.’ 
01:11:25.953 -> 01:11:27.784 
“Scusa.” 
 
‘Why didn’t you say, drink this wine it’s a 
Merlot?’ 
01:11:29.153 -> 01:11:32.941 
“Perché non hai detto: 
‘Bevete questo vino, è un merlot’?” 
 
‘Oh, yeah.’ 
01:11:39.393 -> 01:11:41.384 
“Oh, sì.” 
 
‘Did you say anything else?’ 
01:11:43.433 -> 01:11:45.424 
“Hai detto qualcos’altro?” 
 
‘What do you mean?’ 
‘Well, after you said the wine thing, 
01:11:51.673 -> 01:11:54.028 
“Che vuoi dire?” 
“Dopo la cosa del vino, 
 
‘Did you say anything else that might have 
screwed things up… 
01:11:54.073 -> 01:11:58.032 
“hai detto qualcos’altro 
che potrebbe aver rovinato tutto, 
 
‘For ever and ever?’ 
01:11:58.073 -> 01:12:00.064 
“per sempre?” 
‘No.’ - 
 
‘Nothing at all?’ 
‘No.’ 
‘Nothing about bread?’ 
01:12:03.313 -> 01:12:06.430 
“Niente? Niente sul pane?” 
 ‘Yes.’ - 
 
‘What did you say?’ 
01:12:10.393 -> 01:12:12.384 
“Cos’hai detto?” 
 
‘Well, I said: ‘Eat this bread, it is... 
01:12:12.433 -> 01:12:15.982 
“Ho detto: ‘Mangiate questo pane, è... 
 
‘my favourite.’ 
01:12:16.033 -> 01:12:18.024 
“il mio preferito’. 
 
‘Because it was hot so they had all those 
crinkly bits in it, and I loved it and… 
01:12:21.073 -> 01:12:24.861 
“Era caldo e croccante 
e mi è piaciuto.” 
 
‘All right, I said it was my body, OK?’ 
01:12:27.273 -> 01:12:29.264 
“Ho detto che era il mio corpo.” 
 
‘That’s… that’s cannibalism! You have got 
vampirism and cannibalism right at the 
beginning… Oh Gee... 
01:12:29.313 -> 01:12:34.228 
“Quello è cannibalismo. Vampirismo e 
cannibalismo proprio all’inizio... 
 
‘And you died on Easter, the biggest pagan 
ceremony in the history of ever! 
01:12:34.273 -> 01:12:38.664 
“E sei morto a Pasqua, la più famosa 
cerimonia pagana di tutti i tempi! 
 01:12:38.713 -> 01:12:42.183 
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‘You’re going to celebrate the year of your 
death in a different year, each year! 
“Ti toccherà celebrare l’anniversario 
della tua morte in periodi diversi 
 
‘Depending on where the moon is, for God’s 
sake. 
01:12:42.233 -> 01:12:44.701 
“a seconda della posizione lunare. 
 
‘If they don’t work out that’s pagan, I’ll just eat 
my hat.’ 
01:12:44.753 -> 01:12:48.871 
“Se non scoprono quanto ciò 
sia pagano, mi mangio il cappello.” 
 
‘Dad, don’t worry. No one’s going to work it 
out for 2000 years, 
01:12:48.913 -> 01:12:51.507 
“Papà, per 2.000 anni 
nessuno lo scoprirà 
 
‘Until a transvestite points it out in New York.’ 
01:12:51.553 -> 01:12:55.592 
“finché un travestito a New York 
lo farà notare.” 
 
‘Oh, all right.’ 
01:12:55.633 -> 01:12:57.624 
“Oh, ok.” 
 
‘Well, what would you have done?’ 
01:12:59.073 -> 01:13:01.382 
“Tu che cosa avresti fatto?” 
 
‘I would have done cheese and wine. Cheese 
and wine goes together better. 
01:13:01.433 -> 01:13:05.392 
“Avrei usato vino e formaggio, 
si combinano meglio. 
 
‘Eat this cheese, it is my body…’  
01:13:05.433 -> 01:13:07.424 
“Mangiate questo formaggio, 
è il mio corpo.” 
 
‘But it’s Judea, dad. Cheese melts.’ 
01:13:07.473 -> 01:13:09.509 
“Ma siamo in Giudea, 
il formaggio si scioglie”. 
 
‘All right: eat this cheese it is my central 
nervous system, all right?’ 
01:13:09.553 -> 01:13:13.546 
“Ok, mangiate questo formaggio, 
è il mio sistema nervoso centrale.” 
‘Oh, God.’ - 
 
‘All right, all right, listen to this: eat these 
chicken drumsticks, they are my legs. 
01:13:17.953 -> 01:13:21.343 
“Senti, mangiate queste cosce di pollo, 
sono le mie gambe, 
 
‘Eat these carrots, they are my arms.  
01:13:21.393 -> 01:13:23.463 
“mangiate queste carote, 
sono le mie braccia, 
 
‘Eat this tomato it is my head. 
01:13:23.513 -> 01:13:25.947 
“mangiate questo pomodoro, 
è la mia testa 
 
‘And eat these oysters, they are my 
kneecaps.’ 
01:13:25.993 -> 01:13:28.985 
“e mangiate queste ostriche, 
sono le mie rotule”. 
 
‘If you do that, dad, your holy communion is 
going to have priests going round with lots of 
trays going, 
01:13:29.033 -> 01:13:33.504 
“Se fai questo, papà, la tua comunione 
vedrà preti con dei vassoi 
 
‘Who ordered the body of Christ, then?’ 
01:13:33.553 -> 01:13:36.863 
“che fanno: 
Chi ha ordinato il corpo di Cristo?” 
 
 
Appendix 4.3 – Stripped (2008) 
ENGLISH AUDIO ITALIAN SUBTITLES 
 00:14:37.158 -> 00:14:40.230 
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So, yes… So I’ve learnt that the world is 
4,500 million year old. 
Ho imparato che il mondo 
ha 4500 milioni di anni. 
 
If you’re very religious, then it’s not 4,500 
million years old. It’s 6,000 years old. 
00:14:40.638 -> 00:14:45.314 
Se siete religiosi, il mondo non ha 
4500 milioni di anni, ma solo 6000 anni. 
 
One of these is not correct. Using simple 
logic here.  
00:14:46.238 -> 00:14:50.709 
Una delle due affermazioni non è corretta. 
È una semplice questione di logica. 
[…] […] 
 
It makes me think there isn’t a God. You 
know, I… ‘Cause I used to be an agnostic. 
00:16:01.398 -> 00:16:04.913 
Questo mi fa pensare che Dio non esista. 
Prima ero agnostico. 
 
And now I’m an atheist. 
00:16:04.998 -> 00:16:06.636 
Ora sono diventato ateo. 
 
I’m all for spirituality and I think there’s a lot 
of religious people 
00:16:06.998 -> 00:16:09.353 
Ammiro la spiritualità 
e ritengo che molti religiosi 
 
Who’ve got a certain something. And I 
believe in us. 
00:16:09.438 -> 00:16:11.872 
abbiano qualcosa di speciale. 
lo credo in noi. 
 
I don’t believe in God. I believe in us, 
human beings. 
00:16:11.958 -> 00:16:14.791 
Non credo in Dio. Credo in noi, esseri umani. 
 
But if God was there… Thank you, one 
person. 
00:16:14.918 -> 00:16:17.432 
Se Dio esistesse... Grazie, voce solitaria. 
 
If God was there, I think the first line of the 
Bible should be, 
00:16:18.598 -> 00:16:21.590 
Se Dio esistesse, 
la prima riga della Bibbia dovrebbe essere: 
 
‘It’s round. 
00:16:21.678 -> 00:16:24.067 
“È tonda. 
 
‘Looks flat, but it’s round. Yeah, it spins. 
00:16:25.238 -> 00:16:28.196 
“Sembra piatta, ma è tonda. E gira. 
 
‘It’s like a big football, but… Oh, it’s very 
complicated. 
00:16:28.278 -> 00:16:31.076 
“È come una palla da football, ma... 
È complicato. 
 
‘Imagine you’re an ant on a football and 
you’re spinning, but you can’t feel it. 
00:16:31.238 -> 00:16:35.026 
“Siete formiche su una palla. 
La palla gira, ma voi non lo percepite.” 
 
Shit, shit, shit. 
00:16:35.438 -> 00:16:36.871 
Cazzo, cazzo, cazzo. 
 
‘Sorry about the slavery. Couldn’t get the 
staff. 
00:16:37.638 -> 00:16:41.870 
“Scusate tanto per la schiavitù. 
Non trovavo dipendenti validi. 
 
‘They seemed to like it.’ Shit. All right, forget 
this bit. 
00:16:43.038 -> 00:16:48.237 
“E loro sembravano divertirsi.” 
Cazzo. Va bene. Dimenticate questo pezzo. 
 
Right. Oh, ‘In the beginning was the Word.’ 
00:16:48.318 -> 00:16:50.513 
“In principio, c’era il mondo.” 
 
Don’t you think? If there was a God, don’t 
you think... 
00:16:52.238 -> 00:16:54.706 
Non pensate... Se Dio esistesse, non pensate 
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He would have flicked Hitler’s head off? 
00:16:54.798 -> 00:16:57.358 
che avrebbe fatto saltare la testa a Hitler? 
 
Don’t you think? You know. 
00:16:58.318 -> 00:17:02.550 
Cosa ne dite? 
 
‘Oh, I’m not allowed to do anything.’ 
‘Well, fuck off then.’ 
00:17:02.918 -> 00:17:05.751 
“Non posso intromettermi.” 
“Vaffanculo, allora.” 
 
If you’re not allowed to do anything, then 
what’s the use? 
00:17:05.878 -> 00:17:08.790 
Se non puoi intrometterti, a cosa servi? 
 
Just piss off, and stop asking us to mumble 
things on Sundays. 
00:17:08.958 -> 00:17:12.917 
Fila via e piantala di chiederci 
di mormorare per ore la domenica. 
 
‘Please, could you possibly mumble 
positive things towards me on a Sunday 
00:17:15.638 -> 00:17:19.074 
“Per favore, potete mormorarmi 
cose positive la domenica 
 
‘In the coldest buildings you can find?’  
00:17:19.158 -> 00:17:21.956 
“negli edifici più freddi che trovate? 
[…] […] 
 
So, yes, 4,500 million years ago I do 
believe our Earth started... 
00:18:32.678 -> 00:18:37.274 
Quindi, sì. Sono convinto che la Terra 
abbia avuto origine 4500 milioni di anni fa, 
 
With a ‘place your bets’ type of spinning 
thing. 
00:18:37.358 -> 00:18:39.667 
con una forte rotazione e: 
“Fate la vostra puntata.” 
 
And we turned up, human beans, five 
million years ago. 
00:18:39.758 -> 00:18:43.228 
Poi, cinque milioni di anni fa, 
siamo comparsi noi esseri umani. 
 
Why the big pause, as the man in the pub 
said to the bear? 
00:18:43.358 -> 00:18:47.237 
Perché una sosta tanto lunga, 
come disse il vigile all’automobilista? 
 
Or why the long pause, as the man in the 
pub said to the bear? 
00:18:52.638 -> 00:18:56.677 
Perché una sosta tanto lunga, 
come disse il vigile all’automobilista? 
 
The bear said: ‘I got stuck in a lift door.’ 
00:18:57.078 -> 00:19:00.673 
E l’automobilista: “Una formica 
stava attraversando la strada.” 
 
I’m not telling jokes. I’m just fucking around 
with the idea. 
00:19:03.558 -> 00:19:06.709 
Non sto facendo una battuta. 
Sto solo giocando con l’idea. 
 
It’s the pause I’m interested in. 
00:19:06.798 -> 00:19:08.914 
A me interessa la sosta nell’evoluzione. 
 
‘Cause it is a big one. Have you noticed? 
00:19:08.998 -> 00:19:10.989 
È durata moltissimo. L’avete notato? 
 
4,500 million years minus five million 
years... 
00:19:11.078 -> 00:19:14.753 
4500 milioni di anni meno cinque milioni 
 
Is 4,495 million years of nothing. 
00:19:14.838 -> 00:19:19.150 
fanno 4495 milioni di anni di niente. 
 
Well, there was stuff. There was…  
00:19:19.238 -> 00:19:22.230 
Be’, in realtà, c’è stato qualcosa. 
 00:19:22.318 -> 00:19:25.037 
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I thought dinosaurs ruled the world all that 
period, but no. 
Prima pensavo che, in quel periodo, 
dominassero i dinosauri. No. 
 
They were around for 200 million years. So 
we’ve been five, they’ve been 200. 
00:19:25.118 -> 00:19:28.793 
Sono esistiti per 200 milioni di anni. 
Noi per cinque, loro per 200. 
 
And they weren’t even ruling, because if 
they were ruling... 
00:19:29.558 -> 00:19:31.913 
E non hanno mai dominato 
perché, altrimenti, 
 
On the Steven Spielberg movies, we’d see 
the dinosaurs were going...  
00:19:31.998 -> 00:19:35.877 
nei film di Steven Spielberg 
avremmo visto i dinosauri fare... 
 
‘You can go away. 
00:19:37.958 -> 00:19:39.755 
“Vattene via. 
 
‘You can stay. And you, I like you. And you, 
I can smell. 
00:19:40.478 -> 00:19:44.357 
“No, resta. Mi piaci. Hai un buon odore. 
 
‘You smell of sandwiches. 
00:19:45.958 -> 00:19:47.391 
“Sai di panino. 
 
‘You can come, ‘cause I… Rumpy-pumpy. 
00:19:48.958 -> 00:19:50.994 
“Vieni qui, perché ho... 
 
‘And let’s eat him.’ 
00:19:52.878 -> 00:19:54.516 
“Mangiamocelo.” 
 
That would be dinosaurs ruling the Earth... 
00:19:55.398 -> 00:19:57.036 
Se i dinosauri avessero dominato. 
 
But I noticed from the films that they seem 
to just get up in the morning and go... 
00:19:57.118 -> 00:20:00.713 
Invece ho notato nei film 
che sembrano alzarsi la mattina e fare... 
 
With a look of… Not bright as a button, you 
know. 
00:20:03.038 -> 00:20:06.235 
Con uno sguardo non proprio brillante. 
 
A few sandwiches short of a picnic. 
00:20:06.318 -> 00:20:09.390 
Gli manca qualche rotella. 
 
And they just go around eating and pooing 
each other all day... 
00:20:11.638 -> 00:20:14.277 
Se ne vanno in giro a mangiare 
e a fare la cacca. 
 
For 200 million years! 
00:20:14.358 -> 00:20:16.474 
Per 200 milioni di anni! 
 
Come on, that’s not a god making that. If 
God did that, his children would be crazy. 
00:20:17.598 -> 00:20:22.388 
Avanti, non è certo opera di Dio! 
Se lo fosse, i suoi figli sarebbero matti. 
 
And I think if he did exist, he had many 
children. I think Jesus proves this. 
00:20:22.478 -> 00:20:25.709 
Se Dio esistesse, avrebbe molti figli. 
Gesù ne è la prova. 
 
Jesus must be the seventh son of God. 
00:20:25.918 -> 00:20:28.386 
Deve essere il settimo figlio di Dio. 
 
A-sus, B-sus, C-sus, D-sus, E-sus, F-sus, 
G-sus. 
00:20:28.478 -> 00:20:31.948 
A-esù, B-esù, C-esù, 
D-esù, E-esù, F-esù, G-esù. 
 
That’s just logic. That’s just mathematical. 
00:20:33.598 -> 00:20:37.307 
Logico, no? Matematico. 
 
And Tease-sus would always be fucking 
00:20:37.798 -> 00:20:40.551 
Scherz-esù prende sempre in giro gli altri. 
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about. 
 
Pizz-sus does delivery. 
00:20:41.078 -> 00:20:43.228 
Pizz-esù fa le consegne a domicilio. 
 
Caes-sus started the Roman Empire. Cae-
sus. 
00:20:45.118 -> 00:20:47.712 
Cesar-esù ha creato l’Impero romano. 
 
F-sus. City in Turkey. 
00:20:48.078 -> 00:20:50.034 
Ef-esù è una città in Turchia. 
 
Bee-sus was covered in something. 
00:20:50.718 -> 00:20:52.948 
Ap-esù è ricoperto di qualcosa. 
 
Some people applauding there, other 
people going: ‘What?’ 
00:20:56.918 -> 00:21:00.308 
Qualcuno applaude. 
Altri pensano: “Di cosa?” 
 
‘Bee-sus was covered in bees.’ 
00:21:01.278 -> 00:21:03.348 
“Ap-esù è ricoperto di api?” 
 
But, yeah. Dinosaurs, dinosaurs, just 
wondering around. 
00:21:05.718 -> 00:21:07.310 
Sì. I dinosauri giravano per il mondo.. 
 
No dinosaur poetry. Not clever. They 
weren’t going, 
00:21:07.398 -> 00:21:10.151 
Non facevano poesia. 
Non erano intelligenti. Non facevano: 
 
‘I wandered lonely as a cloud over hill and 
vale 
00:21:10.238 -> 00:21:12.957 
“Vagavo solitario come una nuvola 
sulla collina. 
 
‘And I saw a small… And ate I him. 
00:21:14.598 -> 00:21:16.987 
“Ho visto un piccolo... E l’ho mangiato. 
 
‘And then I ate… And then I pooed him out. 
And that was nice. 
00:21:19.158 -> 00:21:22.594 
“Poi ho mangiato... E poi l’ho espulso 
con gli escrementi. È stato bello. 
 
‘What a day.’  
00:21:22.678 -> 00:21:24.157 
“Che giornata.” 
 
They didn’t go to church. No dinosaur 
churches. 
00:21:25.838 -> 00:21:28.477 
E non andavano in chiesa. 
Niente chiese per i dinosauri. 
 
Very few dinosaur vicars going: 
‘Welcome…’ 
00:21:28.558 -> 00:21:31.118 
Pochissimi parroci dinosauri: “Benvenuti...” 
 
‘Thank you very much. 
00:21:32.038 -> 00:21:33.027 
“Grazie. 
 
‘Hello. Hey. 
00:21:35.838 -> 00:21:37.351 
“Buongiorno. Come va? 
 
‘Excuse me.’ 
00:21:39.278 -> 00:21:40.347 
“Scusate.” 
 
‘Welcome to today’s service. We will now 
sing Hymn 409 
00:21:42.558 -> 00:21:45.789 
“Benvenuti alla messa di oggi. 
Canteremo adesso l’inno 409, 
 
‘All Things Bright and Beautiful.’ 
00:21:45.878 -> 00:21:48.392 
“All Things Bright and Beautiful.” 
 
All things bright and beautiful... 
00:21:49.478 -> 00:21:56.156 
Tutto ciò che è bello e luminoso 
 
All creatures great and small... 
00:21:56.598 -> 00:22:01.592 
Tutte le creature, grandi e piccole 
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All things wise and wonderful... 
00:22:03.278 -> 00:22:08.113 
Tutto ciò che è saggio e meraviglioso 
 
They don’t live on the planet at the moment 
00:22:08.198 -> 00:22:12.874 
Non vive al momento sul pianeta. 
 
 
 
